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PREFACE. 

A professor of a Calcutta College once remarked in the 
author’s hearing upon the extraordinary notion held by a very 
large number of people that any old image discovered in India, 
which they might see, , must necessarily be a Buddhist image. 
Hi© experience of the author has gone far to confirm this state- 
ment. It is not that the layman who holds this view has any 
special penchant for things Buddhist, spiritual or physical: it is 
simply that he is unable to distinguish a Hindu image from a 
Buddhist image; and vague ideas at the back of his mind about 
Centuries of Buddhist supremacy lead him to imagine anything old 
/to be Buddhist, and blur his memory of anything he may have 
heard of an earlier Hindu supremacy, and of the subsequent, and 
now centuries-old, Brahmanic revival. The author in the follow- 
ing pages has attempted a systematic and critical study of those 
images which, on fundamental grounds, cannot be designated 
otherwise than as purely Hindu or Brahmanic. A subsequent 
volume will deal with the iconography of the other two great 
iconodulic religions of India, Buddhism and Jainism, whereby 
the division between the iconography of Hinduism and that of 
these other two religions will be clearly marked. 

The author has set forth in his ‘ Prolegomena J the aims, 
principles, and methods of his treatment of the subject. To study 
the material of his work in detail he has travelled extensively in 
Northern India, has visited sites of antiquarian interest and fame, 
and has explored, in some cases, new sites and new images. 
He regrets that he has not had those advantages and facilities 
which would have been his, had he been an officer of the Archaeo- 
logical Survey of the Government of India, and would have, per- 
haps, enabled him to study much of what he may have, missed. 
He has visited various archaeological museums of Northern India 
and has therein worked at a comparative study of their exhibits. 
To enable him to compare and to verify the detail presented by 
the large variety of Brahmanic images, he has tried to exhaust all 
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available references early Sanskrit works, Vedie, Exegetical, Paura- 

and Tantric ’ bea ™g u P° n the descriptions and explanations 
ox .Divine Representations. 

The author has attempted, in his treatment of the allegoriea 
aspect of gods and images, not to draw merely on his imagination 
and then to record his surmises, but to weigh the evidence to be 
° Un 131 ^ le various texts touching on the subject : where, how-, 
ever as m some eases, the texts, though not wholly silent, are 
merely suggestive, the author has felt justified in theorizing 
basing his theories upon the hints to be gathered from early Indian 
authorities, nor does he believe that he has elaborated his theories 
beyond the reasonable limits of conjecture. Throughout he has 
-ned to employ the comparative method of study, having espe- 
cially devoted his attention to possible points of contact between 
■ ndia and other countries, where Indian images have presented 
similmnties to those of such other countries. 

int Ji 6 r?° r haS n ° int6nti0n of tr 3dng to supplant, in the 

erest of those who study Iconography and Archaeology or 

even ter supplement, such books on South Indian images as 
opmath Rao’s ‘‘ Hindu Iconography,- 0. C. Ganguli’s " South 

CodZ °™T T d KriShnaSaStri ’ 8 <<South Indian ^ds and 
Goddesses The Author’s field of research has been different to 
those of these authors. 

Our knowledge of Indian Iconography is still immature ; the 
Htudy is progressive, and will continue to remain progressive 
Absolute accuracy on all points is, therefore, out of the question' 

It is the author’s hope that this present work of his, and his " 
subsequent volume, however incomplete, based as they are on a 
study, at first hand, of a mass of original material and'of original 
sources of information, may not only be of interest to the lav- 
man, but may be of definite value to the student of the subject 
and of comparative religion, especially as all these cognate subjects 

are increasingly being given a place in the higher studies of Uni- 
varsities. 

The author, having tried to cater both for the layman and 
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the scholar, has arranged his subject matter accordingly. On 
certain points the. reader may find that there has been some repe- 
tition ; if this appears to any to be a defect in the method of 
treatment, the author prays the indulgence of such, hoping that 
it will be remembered that repetition may be the best form of 
emphasis of points of especial importance in the minds of those 
who may be unacquainted with essentially Indian facts and points 
of view. 

The author desires to acknowledge his obligations to Raja 
Gojiai Lai Ray of Tajhat, Rani Brindarani of Dimla, and. Babu 
Kalini Mohan Rai Chaudhuri, B.A, of Tepa, Rangpur, for their 
benevolent encouragement and ready sympathy. He desires also 
to record his thanks to the Members of the Rangpur District 
Board for giving him a grant that is set apart for literary publi- 
cations. Grateful recognition is also due to Messrs. F. H. Skrine, 
I.O.S., now retired, and Bertram Keightley, M.A., Bar-at-Law, to 
Pandit G. N. Kaviraj , M.A., of the Saraswatibhavan Library, 
Benares, Pandit Harihar Sastri, of the Hindu University, Bena- 
res, for the revisions of the proofs of this book together with some 
useful suggestions, and to Mr. D. S. Fraser, I.C.S. for other useful 
suggestions. He has also to express his indebtedness to Sir John 
Marshall Kt., C.I.E., Litt.D., the Director-General, to Mr. D.B. 
Spooner, Ph.D., the Deputy Director-General, and to Rai Pandit 
Dayaram Sahni Bahadur, M.A., the Superintendent, Northern 
Circle, of the Archaeological Survey of India, for the supply of 
certain photographs of images, and to Mr. D. Dewar, I.C.S. , the 
Secretary of the United Provinces Historical Society, for the loan 
of some half-tone blocks for illustration purposes. 


Bewares, 
1st June, 1921 
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Copious as the materials are, a book dealing with Indian Icono- 
graphy in general ought to have been 
General remarks. written long ago ; and indeed this has al- 
ways been considered a great desideratum in the field of ancient 
Indian research. The late Dr. Fergusson, having keenly felt the 
absence of such a book, remarked upon the facilities for the working 
out of such a book, and upon the importance which it would have for 
a scholar as follows : fe By the aid of photography, any one now 
attempting the task would be able to select perfectly authen- 
tic examples from Hindu temples of the best age. If this were 
done judiciously and the examples carefully reproduced, it would 
not only afford a more satisfactory illustration of the mytho- 
logy of the Hindus than has yet been given to the public, but 
it might also be made a history of the art of sculpture in India, 
in all the ages in which it is known to us.” 1 Since the publi- 
cation of this sound remark on the part of one who was one of 
the great pioneers in the study of ancient Indian art, no book^ 
worth the name, purposing to treat of this subject as a whole 
or at least of the outlines of this study upon the valuable sculp- 
tures of 'India, has yet been published. It has been understood 
that the Archaeological department would undertake this useful 
task. And nothing would have been more satisfactory and no body 
of archaeologists would have had better opportunities for the work 
than the department just mentioned. But yet time waits for 
none and no delay or uncertainty is more keenly felt than in the, 
present case. Consequently, partly owing to the encouragement of 
'my late professor Dr. Venis and partly to the accumulation of mate- 
rials in my hands, growing daily more; abundant, I venture to take 
the subject in hand, with the hope of presenting at least a book that 
may fill the gap in this much neglected branch of oriental studies. 
Should it prove to be of any practical use to scholars, my efforts 
would have taken the proper course and they could be in no better 
way rewarded. 


1 History of Indian Architecture. By Fergusson (New Edition}, 
Voi I, p. 36. 
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II. 

At the outset, it is well to shew the scope of our subject 
and the limitations by which it is naturally 
The purview of o«r bounded. We shall in our discussion limit 
ourselves mainly to the consideration of 
North Indian images — mostly stone images as they are very numer- 
ous. Our treatment will be wholly based upon examples of the 
plastic art, the so-called statues in the round or statues half 
shewn in the round. We shall, of course, dwell upon some examples 
of the statues of the alto-relievo type. We shall leave out of our 
consideration ancient paintings and decorative art as exhibited 
in ancient architecture. Our main purpose will be, then, to offer 
a systematic treatment of ancient Indian images, their purposes 
and their development. As its necessary concomitant, such a sur- 
vey would include a discussion of the religion of India and the 
various minor iaiths to which it has given birth. A discussion 
of the mythology and the allegory and symbolism connected there- 
with will also come within our scope. In our treatment of images 
we shall be frankly eclectic : choosing such examples as are most 
prominent and most characteristic and leaving out the examples 
of minor importance. Considering it as interesting and instructive, 
we shall introduce, where possible, a comparative study of images 
of different countries. Our topic must necessarily concern itself 
to some extent with art criticism, but as the present writer has 
little authority and special knoweldge in this field, technicalities 
will be avoided as far as possible. 

III. 

Hindu religion may be in one way distinguished from all 
other religions by the importance it has 
Dl throughoufc > ind^ eS attached to image-worship. A Mandir, or 
devagrha or a temple equivalent to a church 
of the Christian, a Masjid of the Mussalman invariably signifies to a 
Hindu mind that it must contain some image of a deity. Every city, 
every village, every locality in India possesses its temple, its place 
for worship. The religious-sentiment of the Hindus finds a natural 
5 outlet in the temples, where they go to visit the image, to make 
offerings of various kinds sanctioned by the scriptures, observe the 
rites dictated by the Brahman priests and also make a Pradahsina 
round the sacred shrine, being in a devotional mood. It would be 
rather a misconception to hold that Hindu religion knew no pub- 
lic worship. The Tirthas or places of pilgrimages are, of course, 
the best instances of Hindu public worship. People of all castes, 
of all grades of social order, women as well as men, regardless of 
their purdahs congregate together in the same manner in which 
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their forefathers did in the ancient ages .and obtain the uniform, 
advantage of worshipping the deities with all their holy cere* 
menials. No wonder, therefore, that a religious country like 
India should surpass ail other countries in the numerical strength 
of her temples and images- Thus temples in a sacred city in India 
are almost beyond reckoning. In Sherring’s time, Benares alone 
had 1,454 temples. This calculation presumably excludes the minor 
temples, many of which have been unearthed in the city from 
time to time, Nasik, Puri, Mathura and Ranchi have a similar 
multitude of temples. Every spot of India is religious and the 
possiblity is never lacking of discovering temples and images 
even' in its densest jungles. Perhaps, no branch of antiquities has 
supplied the Indian Archaeological Department with more valu- 
able and more fascinating and ampler materials than Indian sculp- 
ture- This ivS by far the most productive field of archaeological 
exploration. My private efforts in this direction have been, un- 
expectedly more than repaid. 

IV. 

The actual cause is unknown, but it may be said that the dis- 
appearance of the best monuments of North 
N. India and s. India in Indian architecture was due partly to the 
tur©s. Ct ° f anc3ent< sculp “ iconoclastic tendencies of some of the Maho- 
mecla.il conquerors and partly to the ravages 
of years. Extreme southern India, where now stand the greatest 
architectural achievements of the Dravidians, was entirely saved 
from, the Mahommedan raids ; but in that country, the temples and 
pagodas are comparatively not so ancient- 1 Northern India, on 
the other hand, though not rich in buildings, can excel southern 
India in the antiquity and richness of its sculptures. Buddhist 
images are almost unkown in Southern India. Northern India pos- 
sesses not only Buddhist images of different ages but a great 
variety of Hindu and Jaina images of various types. No part of 
India can, therefore, offer a better and more promising field for the 
study of Iconography than Northern India. 

v,; v. MSS. S : i 

Truly has said Sir (now Lord) James Meston, in his inaugural 
' address delivered to the U.P. Historical 
Antiquamn^plaees and soc j e ty^ that If, in any part of India, 

thoughtful men may fitly, combine for the 

1 ‘ c Though image worship prevails widely in South India, it must 
be comparatively late in its present term because all the Malayalim 
* terms for images are of Sanskrit origin ” — Easting's Ency* of Rel. and 
.Ethics, Vol. ’7, p. 142 ff. ; W. Logan, Malabar, Madras— 1827, i-184. ' " - 

% The Journ. U.P. Hist. Society, Vol I, September. 
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study of History, it is surely in these provinces, for it is here that 
great Chapters of History have been made. To substantiate our 
claim, we can call thousands of years to witness. We can go back 
to the. ages of the gods, when it was at Benares that Siva found 
deliverance from sin, at Mathura that Visnu became incarnate in 
Krisna the herdsman, and at Ajodhya that the greatest of all the 
incarnations came to Rama in the palace of his royal father. Or we 
can appeal to our epic splendours. Was not Hastinapur the cradle of 
the Kurus ; and were not Kampil where the fair Draupadi was boro 
and Akichchatra the twin capitals of the great Panchala kingdom 
or turning from myth and legend, we can invoke historic memories 
of unequalled richness ? In our province lies Kanauj* in itself an 
epitome of India’s past. Ptolemy knew of it in the first century 
A.D., the Chinese pilgrims described its glory in the 7th century, 
Mahmud of Ghazni plundered it, the Rathors held it, Akbar made 
it a provincial capital, the Mahrattas overran it : it shews like a 
geological section every stratum of history in the last 2,000 years. 
But Kanauj is only one of our many ancient cities and storied 
towns. Take down the volume of the Imperial Gazetteer which 
contains Mr. Burn’s brilliant summary of the history of the United 
Provinces and you will find a focus of historical interest in almost 
every district.” At another place, in his stirring speech, he says 
From days when Rome was young, these provinces have been 
the theatre of great events in the lives and minds of men : and no 
single area could more aptly be chosen as a unit of historical 
research. There is history in its dih$ t those shapeless mounds 
which dot its plains ; in the mysterious ruins which lurk among 
its forests, in its countless shrines and crumbling tombs; in its 
dust.” The same statement may apply with equal appropriate- 
ness to the provinces of the Punjab, N.W.P., Bihar and Bengal, 
in fact to the whole of Northern India. The antiquarian places 
throughout this area have afforded from time to time a rich 
harvest of archeological materials principally consisting of statues 
and images. The great abundance of these finds necessitated the 
building of many museums and already, in Northern India, we 
have the Imperial Museum at Calcutta, the Dacca Museum, the 
Sahitya Parishad Museum, the Rajshahi ' Varendra Research 
Museum and the Rangpur Perishad Museum, all in Bengal; 1 * * in 
Bihat, we have the Patna Museum; in the U.P., the Lucknow 
Museum, the Muttra Museum, the Burising Museum at Chamba ; 
in the Panjab, the Delhi and the Lahore Museums : in N.W.P. the 
Peshawar Museum : in C.P. the Nagpur Museum : in Rajpufcana, 

1 Imperial Gazetteer of India (Provincial series). United Provin- 

ces of Agra and Oudh, specially— “ History 77 H. 17*33 and “Historic 

Areas/ 7 pp. 210-248 by R. Burn USX, I.C.S. 
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the A j mere Museum. A dose study of all these collections system- 
atically arranged besides stray finds discovered here and there 
is sufficient to lay a complete basis for the study of Indian Icono- 
graphy. This study must necessarily be supplemented by a wide 
familiarity with the Indian literature dealing specially with religion 
and mythology. Every scholar, in this respect, ought to abide 
by the most instructive and apt remark of Mr. P. Gardner ; 

“ As Museum work apart from exploration tends to dilettantism 
and pedantry so exploration by itself does not produce reasoned 
knowledge. When a new building, a great original statue, a series 
of vases is discovered, these have to be fitted in to the existing 
frame of our knowledge and it is by such fitting in that the edifice 
of knowledge is enlarged.” 

VI. 

As the study of Iconography is almost entirely conditioned 
by a study of religion, so the study of reli- 
lC ° n gion of' India* ieh ?i° n cannot proceed to any extent without 
a study of Iconography, particularly in 
India, where image worship forms the very pivot of the popular 
religion. It is, indeed, a very puzzling problem to give an idea 
of Hinduism in a few sentences. Yet, for our purposes, it would 
not be utterly impossible to try to get at the essentials of the 
Hindu religion. Hinduism” is a very vague term, as vague as 
the caste system of India. Its vagueness has been further deve- 
loped by the missionary writers, who have only touched the fringe 
of the Religion of India. Many have described the Hindu Reli- 
gion as “ Paganism,” f ‘ Fetishism,” “ Idolatry,” ; others have called 
it “ Brahmanism,” “ Animism,” <c Polytheism 55 and so forth. It 
may be doubted if the religion of the Hindus can bear any of 
these terms despite the philosophical air which all of them carry. 

^ The true nature of Hinduism (we retain the term for the sake of )' 
convenience ) 1 has hardly been described by any of these names. 
While we reject the nomenclature thus given, we should only try 
to catch certain fundamental features of this Religion. This 
Religion or Dharma has no parallel all the world over. It is out- 
wardly polytheistic and idolatrous but, in essence, it is henotheistic 
and pantheistic. Every Hindu, while sitting for worship either be- 
fore an image or a phallic symbol, utters the words “ Soikam” i.e. 
“He is myself.” There is a Sastrik injunction for a worshipper 
^ Sim bhuiva Sivam Yajeta ” meaning 46 becoming a Siva, one 
should worship Siva.” All these are highly idealistic and pan- 
theistic. / Image worship is a practical thing and is a grand solu- 


1 Than the term 44 Hinduism ” the word 44 Arva Dharma seems to 
be more appropriate. . ■ 
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tion of the difficulty of conceiving a limitless Absolute. A recon- 
ciliation of Vedant or idealistic philosophy with image-worship re- 
presenting polytheism, symbolism, etc., has been strikingly effected 
in the Religion of the Hindus. A spirit of toleration and friendli- 
ness has been again and again enjoined in the Hindu Religion. 
Asoka, at first, a follower of the orthodox Hindu creed, afterwards, 
a convert to Buddhism urged on the importance of religious tolera- 
tion and called it Samavdya. Hinduism represents a variety of 
doctrines but in spite of this diversity, there are some unitary 
principles underlying it. Provincial differences relating to reli- 
gious observances, ritualistic and household duties, appear on the 
surface of this religion but at bottom lie the great teachings of the 
Veda. Every householder tries to keep a Vigraha of God which 
means * the embodiment 5 of the highest being. The majority of 
people in the Hindu community including the Vedantists or philo- 
sophers worship God in a personal form. The popular religion of 
the Hindus is largely based upon the Furdnas which aim at 
glorifying the Semi-divine and humanistic deeds of the Avatars or 
incarnations, the sanctity of temples, Tirthm or sacred places, 
sacred rivers, Brahmans and cows. 1 * * These doctrines of the 
Puranas do not stand in opposition to the Vedic doctrines. Prob- 
ably, the germs of these tenets are to be traced to the religion of 
the Vedas. The Hindu religion is only an evolution underlying 
changes in its outward form and remaining in essence much the 
same as it was in the Vedic times. 4 The fundamental elements, 
eternal or Sandtan as they are, transcend the limitations of cir- 
cumstances. Another important phase of the Hindu religion is 
Tdntrihism . The Tantras have supplied certain practical rules 
and sacred formulas for the guidance of the worshippers. Many 
have become strict adherents of this cult although essentially 
they follow the fundamental creed of Hinduism as sanctioned by 
the Vedas. It is in the practical method of worship that we find 
a wide variety in the religious tendencies of the people. Free- 
dom of choice has been given to the people in respect of worship 
of different deities but toleration is never forgotten even in this 
case. In essence, all Hindus profess and follow certain uniform 

1 The short description given by Mr. R. Bum of £< Hinduism' 5 is 
» free from prejudice or any preconceived notion and may be considered 
** as a true estimate gathered from personal experience. -See I.G., Vol. I, 
United Provinces, pp. 45-46. 

s ** The continuity of religious life is seen in its sacred places. 
Their sanctity has come down from a time probably antecedent to the 

rise of the historical religions, and each creed in succession has con- 

secrated some holy site to the needs of its culture. 55 Imperial Gazet- 
teer, p. 430. • 
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creeds. 1 Now we may briefly consider the connection between 
Hinduism and the Iconography of India* As pointed out before, 
popular Hinduism inclines to a belief in the divine glories of 
the Avataras and in the sanctity of Tirthas, rivers, etc. Thus as 
the Avataras received worship from the people, they, after their 
disappearances from the world, were represented in sculpture.' 
The Tirthas have formed the nucleus of the religious activities 
of the people, where they go to observe religious duties, where, 
those who can afford, instal images, build temples and other 
religious structures. Thus, the Tirthas have become living 
museums of images and statues. It is there that a study of 
Iconography along with a study of religion can b© profitably 
started and finished. The history of Hindu religion is, therefore, 
found to be connected with the, gradual evolution of Indian 
Iconography. This evolution we shall deal with in another 
chapter. It is enough to state that the Dhyanas and Sadhans 
m well as the installation of images are all matters of religion and 
an intimate knowledge of the essential factors of Hindu religion 
in this connection, at any rate, cannot be dispensed with. 

VII. 

From one great religion have evolved the minor faiths, which 
t f . are, as it were, the branches of one great 

hi 01 ai i&. tree. There is really no discord in the whole 

organism. The Buddhism, Vaishnavism, Saivism, Jainism, the 
S'akta, S'aura, Ganapatya cults are not strictly separate religious 
units but belong to one homogeneous whole, i.e. Hinduism. It is 
a curious thing that the Buddhists, the Jainas, always call them- 
selves Hindus. Intermarriage prevails among Jainas and the 
orthodox Hindus, specially the Vaisnavas. Like castes, so many 
Upadharmas or minor faiths might have originated in India. It is 
a psychological fact that all people do not have the same mental 
inclination nor are they qualified for the same type or degree of 
impressions or of religious training. There are grades and varieties 
in religious activities. The early Indians thus allowed a discrete 
choice to people possessing different mental fields. Hence was 
felt the Adhikdribheda in the matter of Updsana or prayar. But 
hi reality there was no difference in spirit. 2 In the most famous 


1 “At the great places of . pilgrimage, he (the Brahman) will 
worship the sectarian gods as he meets their images in his tour round 
the holy site; he will attend the popular celebration in honour of 
either god. . . Imp. Gaz., Vol. I, p. 430. 

2 “ All shades of opinion and practice were tolerated : the broachers 
of new theories, and the introducers of new rites did not revile the 
established religion, and the adherents of the old Vedic system of 
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lines from Makimna Siotra , this tolerent attitude lias been empha- 
tically inculcated 

trwrwpr ii 

These minor faiths may be compared to the various forms of 
the European Church, all embraced in Christianity. Individually 
each has, of course, its vspecial doctrines, philosophy, observances, 
mythology and sculptured images. These minor faiths owe their 
origin to the teachings of Buddha, Mahabir, Krishna, Rama and 
others, the Representative Men, each representing a sectarian con- 
sciousness in religion. A gradual development may be traced for 
each of their cults, which grew and thrived partly independently, 
partly as dependent upon the neighbouring or older creeds. We 
shall deal with them, so far as they concern our subject, show their 
relation and hint at the process of borrowing and assimilating which 
went on between the earlier and the later creeds. I eonographieally , 
the importance of these creeds lies in the fact that each has lent 
its share in building the superb edifice — a work of ages — which may 
be called the Indian Pantheon. Again, it would not be true to say 
that the branching off of the Hindu religion was limited to the for- 
mation of minor faiths such as Buddhism, Jainism, Vaisnavism,etc. 
It went still further. The religious tendencies of people created 
further sub-classes. For example, Buddhism itself was divided 
into the southern school called the Hinayana and the northern 
school, called the Mahaydna. This division had its basis in the 
changing religious inclination of the people. Similarly, Jainism 
was sub-divided into the Sveidmbara sect and the Digdmbara sect. 
Vaisnaism also had so many schools of religious thought and 
practice. All these varieties in the religious life of India cor- 
respondingly increased the varieties of sculptural representations 
handed down to us. Thus, each sculpture of an ancient date, 
has a religious history behind it without a general knowledge of 
which, its true import can never be adequately realised. 

VIII. I £ 

The classification of old images of India is beset with difficult 

... c . ties of a practical nature. If classification 

of things is meant to elucidate their precise 

elemental worship looked on the new notions as speculations they could 
not comprehend, and the new austerities as the exercise of a self- 
denial they could not reach, rather than as the introduction of heresy 
and schism/’ Kalpa Sutra, Translators preface, by J, Stevenson, 
pp. XVI, XVII. 
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and essentia! nature we must, in the present case, use as much 
caution as possible. That, in classifying images properly, every 
archaeologist or Museum Superintendent has felt some bewilder- 
ment is only too apparent. In a country like India, where so 
many diverse cults arose and influenced each other, drawing 
inspiration from, the common stock from which all of them 
originated, it is indeed a hard task to classify, with sufficient 
scientific accuracy, the images representing their religious ten- 
dencies. But nevertheless many capricious classifications having 
no regard to historical and scientific sense have been already 
advanced. Images of ancient India may be classified into different 
orders. But before we make any such classification, we must 
give sufficient thought to the stand-point to be taken for each. 
We can classify sculptures from the point of view of centres of 
art ; this classification will include Gandhar sculptures, Magadha 
sculptures, Nepalese sculptures, Tibetan sculptures, Dravidian 
sculpture, and so on. But these divisions, besides overlapping each 
other, do not claim sufficient exclusiveness even from the point of 
view of art. Interchange of artistic styles has for all ages obtained 
among the ancient artists. It may be shown that Tibetan style 
of sculpture and the Dravidian style influenced each other and 
are identical in several ways. Similarly the style of the Mathura 
artists was deeply affected by the Gandhar style. It was pointed 
out by the late Mr. Vincent Smith that the artist who fashioned 
the Dhamekh Stupa at Sarnath had much connection with the 
Ceylonese artists. Thus, this classification does not tend to much 
elucidation referring to the different schools of thought that 
exercised a strong influence upon the religious life of the ancient 
Indians. We can make the classification of Vedic images or in 
other words, images based upon the conceptions of the Vedas, the 
Puranic images, he. based upon conceptions derived from the 
Puranas, the Tantrik images, i.e. images belonging to Tantrik con- 
ceptions, and so on. But this classification, too, can hardly be 
relied upon because we have Buddhist and Jaina images which 
should not be mixed up with orthodox Hindu images. It is 
admitted that the Buddhists, too, had their Puranas or mytho- 
logies and Tantras, but their images were never worshipped by the 
strictly orthodox class of the Hindus, so those images cannot be 
placed in the category of the orthodox Hindu deities. Nor is it 
possible to depend wholly upon the classification of images as Saiva, 
V&isnava, Saura inasmuch as it is not broad and only refers to 
minor faiths or sections of a principal cult. We propose three broad! 
divisions of Indian images, namely : orthodox Hindu or Brahmanie| 
images, Buddhist images and Jaina images. This classification 
can clearly mark out the multitude of images found in India with 
facilities for our understanding. It is, moreover, based upon a 
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historical background. The images which were worshipped in a 
Buddhist temple were never transferred to a Jaina tempi© and 
vice versa . They were, for practical, purposes, separately situated 
and separately adored. Our classification should follow this 
ancient rule. We can, however, for our convenience, add certain 
qualifications to these divisions. ■ We may introduce such divisions 
as Hindu Pauranic images, Buddhist Pauranic images, Hindu 
Tantric images, Buddhist Tantric images, and so on. This might 
not he found possible in all cases but wherever possible, we shall 
try to adhere to this principle. In fact, in our treatment of images, 
we should proceed from the broader divisions to gradually narrower 
characterisations. For our book is not a catalogue of images, 
but aims at dealing with the characteristic types of images and 
their gradual development, 

IX. 

While describing certain typical images we shall try to look 
at them in the light of certain necessary con- 
ima2e° ia * treatment of 8,11 siderations. First of all the image is to be 
1 1 ge * described as it is. Its probable origin is to be 

traced. The metaphysical and symbolical meanings, if any, which 
it bears are to be made clear. The mythology upon which the 
image evidently bears will have to be explained. Next we shall 
touch on the probable time and provenance of the sculpture under 
consideration. The artistic side will also be dealt with as simply 
as possible. And last of all the comparative study of an image 
where possible will have to be offered though not comprehensively. 

If II x * llllf : If f ' 

The Hindus do not take the word f Pratima 5 in the sense in 
/ . . which the word f Idol 5 has been used in the 

imagel 1S PraUma or an English language. The latter word is often 
used in a bad sense signifying ‘ False God,’ 
etc. We are not prepared to use the word 4 Idol 5 in the sense of 
Pratima which has a history of thought behind it. The word 
1 image 5 is a near approximation to the sense of Pratima and must 
necessarily be used. Connected with image worship, two concep- 
tions of image used to be held in ancient times in Europe. First,, 
an image was regarded as a photograph. Thus, in the Latin 
Church, sacred pictures and statues were a feature for the illiterate 
classes as they were interested in the history of Jesus and of the 
Saints, Secondly, it meant a f doll J or ‘ animated 5 being as tene- 
ment and vehicle of the god and fraught with divine influence. 
f : With the latter conception, the Hindu idea of an image has some 
/ resemblance. ( In Sanskrit, Pratima means Tulyaia or resemblance, 
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or riipa or form, or Prativimba or shadow. All these words collec- 
tively carry the significance of thought underlying the word Praii - 
md. The Hindus have believed from remote ages that Pratima is 
a shadow or a resemblance or a form of the Supreme Being; 
According to the highest philosophy of the Hindus, God is Nirgu^a 
or Being without attributes, the unqualified Brahma. But that 
aspect of God, true as, it is, is the ultimate stage of realisation and 
not fit for ordinary worship. , Therefore they conceived of God as 
Saguna or Being with attributes, in which stage He is the 
Maker of the Universe, the Preserver and the Destroyer of the 
Cosmos. This stage is equally true in the Indian Metaphysics 
and it represented God in a personal form. Pratima is a shrine of 
God or a reflection of God. Thus, the Hindus try their best to 
invoke the Great Spirit to come and dwell in a particular statue 
meant for Him. There are Scriptural injunctions for such invoca- 
tion, They perform, the ceremony of Prana Pratistha or infusion 
of Life or Soul and the ceremony of Adhisthdna or AdMvdsa or 
inhabitation. Similarly Augustus relates how according to Hermes, 
the Spirits entered by imitation so that the images became bodies 
of the gods ( Corpora deorum ). Curiously, we find an echo of this 
idea of image or shadow in. the most splendid lines of Byron : — 

Oh glorious Mirror, where Almighty’s form 

Glasses itself. ^ 

: . ' /' , ■ v XL . 

All the awe inspiring objects of nature, even the world itself, 
have been conceived by the great thinkers of India as images or 
reflections of God . 1 But for the purposes of prayer, neither 
macrocosm nor microcosm suited their needs although they felt 
that the Supreme Being is . Thus they 

found a solution of this problem in worshipping an image which 
they knew to be image and nothing more . 2 The philosophical 
idea behind it is that the human soul once united with the Supreme 
Being got separated and gradually became forgetful of its identity 
with Him. The forgetfulness, often called Maya by some philo- 
sophers, proves a wide gulf between the human soul and the uni- 
versal soul. Pratima or the shadow of God tends to bridge this gulf : 
bringing the worshipper near the worshipped. The theme of 


1 m wr ^ i— Gita. 

% Just as ordinary people unable to look directly at the Sun while 
observing the Solar Eclipse, prepare a small steady sheet of water in a 
flat pot and there catch sight of the Sun, so the devotees unable to 
gauge the immeasurable magnitude of the Almighty’s form, just take a 
partial image of it for adoration and worship. 
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Paradise tot may be 

getfulness of the human soul. Pbyohoiojpo i.y Ima gination 

to been described as the ™ory ^ “ j 

is nothing but the ant of "ff .XtoXil part in 111 
making also requires imagination which * reminder , a great 
productions of art Thu. * 

aid to realise the divine. Of co , Rirnreme Being 

a result of ardent faith, the image appea The difference 

and probably there the purpose n 7 K aetarv is this that 

between an image and the fetish, otarm. t \ ie J ner crv or the divine 
either in the flat or the round it resemble » ht before 

aspect adored ; it has a prototype cap +i, e iconic stase 

the eye and visualised. The 

in India. There is another process 0 ^dorng tnc g ^ ^ ^ 

, known as ydta'l'lWTT advocated m a ^ c . P ^ole cosmos 
Vedanta. The believers in this theory hold tha ^ wk 
is Brahma and so any part of it is only Hi, part and h 
ship. Thus, the Hindus have selected the ran, t0 

planets, the rivers as of God an par . ^ stones, 

them. They proceeded furtiier^and Supreme^eing animated with 

the phallic symbols as parts ot the hui. nothin^ hut a 

His all-pervading spirit. The Yapa India. 

Pratika. This is what we should call the amco^^ js^ on gide 
But there are reasons to believe that other . Just 

by side, no stage, in no period of tan , ! often called the 

as, philologically , the monosyllabic root language, ^ ^ the 

-earliest stage in the evolution of languag , - bolical sounds, 

“ Sentenced” stage side by side mr i India ’ 

such as Om, etc., found in the Vedas ^mg the repie ^ ^ 
the former, so the anicomc stage in India - V 

present dW in a parallel line wrth “°™°.fT,re toitomed to 
consider this true of India alone. 1 ancient vods than 

call higher religions attach greater sane i y _ the°Greeks of 

to iconic ones and that from no artistic 

the 5th and 4th centuries B.C. although iei i > p er f e cb of 

were embodying their gods and &f*™f™** SSolf stocks 
images, nevertheless continued to cherish the uide anicomc 

and stones of their ancestors. 1 
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Art. with special reference to Iconology. Indian Art is not a 
tiling by itself. It is one of the many manifestations which 
represent, in all the consummation, the spiritual life of the Indians. 

To appreciate the true nature of Indian Art presupposes always a 
sound comprehension of the origin of all true art and that of Indian 
Art in particular. The human mind takes an inward delight in re- 
flecting itself upon nature and its processes and it is the idealised 
forms of the issues of such a mental working that have given rise to 
all productions of Art. Man , an observer of nature, has discovered 
certain unities or similarities between himself and the outer world, 

■ but not being content with a mere shadow of resemblances he 
succeeded in finding out his own similarities magnified in scale in 
nature* Ha proceeded still further, and from a consideration that 
all vibration signified a true sign of life, he believed that through- 
out in nature there was no want of life and nature as a whole 
was living more or less. So he regarded nature as a' great store 
house of life and energy from which have radiated the particular 
so-called f living beings 5 and consequently was justified in call ing 
nature the true mother or father. This was the origin of 
personification of nature or, in other words, seeing nature in a 
personal form. When, thus, the relation between nature and man 
^was once established and understood, all the qualities as well as the 
functions of man began to be seen through Nature though in an 
idealistic form. There was another process at work, namely, 
abstraction or generalisation which gradually created a world in 
itself. Abstraction of qualities from objects resulted in certain 
universal phases of nature. Any comprehension of one of tuem 
was practically impossible without recollection or representation 
of the object in which it was found to inhere. Thus the need of 
objectifying the human as well as the natural phase was felt, and 
immediately we find Artists were born to meet this purpose 
Artists of all ages perceived in nature and man certain universal W 
types or phases to which they gave faithful representation, whether « 
in poetry, in painting or in sculpture. All ideas, it may be 
maintained, are abstractions either of qualities or of forms. And 
ideas have been found to be the guiding factors of all arts. Let 
us just take an example of what we have so far essayed to 
maintain. It is well known that with the Greek Artists the idea 
of the Beautiful was practically everything. And, thus, they 
eminently succeeded in bringing out that idea in their sculptures. 
Similarly, the idea of fierceness, mildness, beauty, magmficience 
played a great part in the minds of the Indian artists. In this 
connection, it would not be irrelevant to say that there existed' a 
fundamental distinction between the Greek life and the Indian 
life. The bodily culture and the improvement of its form 
engaged the sole attention of the Greeks ; whereas the Indian life ? 
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ancient and probably modern, has been singularly characterised by., 
a contemplative side of the human mind. Thus it is only too 
natural to discern in the works of the Indian artists a faithful 
representation of their ideals of the mind. 

It is not infrequently maintained that the sculptors of ancient 
India were fettered to so great a degree as to enjoy little latitude, or 
free movement in their art and thus the productions which they have 
left utterly lacked that free play of art— that unrestrained air of 
life and harmony which is always the guarantee of success to be 
looked for by all connoisseurs of art. We, however, naively dis- 
sent from such a view. We are rather disposed to hold that the 
Indian literature, particularly the religious, bears clear proof to 
show that not only were the artists directed to express in art cer- 
tain symbolical representations of the nature of a particular god or 
goddess but to show, through their chisel-work, extremely subtle 
poses of the image, to show unmistakably the various moods, 
either grim or mild or meditative or grave or some other kind, in 
which the deities were to appear before the worshipper. This 
presumably led to the psychological foundation of Indian art.- 
The Indian artists must, of necessity have studied the general 
conduct of the human mind, the outward expressions— the subtler 
bodily changes, either sustained, retarded or temporary, being the 
results of the strong dictates of the mind in action and particularly 
laying bare the remotest comers of the Indian mind as they 
were called upon by their art to perform that solemn yet most 
fascinating duty of life. It may be questioned, however, legiti- 
mately to the triumph of the Indian artist, whether a greater num- 
ber of expressive postures not only of the face but of the whole 
body throughout could have been possible for any artist to 
exhibit in any region of the world. Apart from the multiplicity 
of hands and heads in the case of Indian deities often sarcastically 
styled by some superficial European critics as “ Monstrous! Out- 
growths fit for amputation/ ’ without for a moment allowing 
their prejudiced mind to go deep into the intended significance of 
this unusualness, the lasting appeal which the Indian sculptures 
make to the minds of the greatest critics can never be overesti- 
mated beyond all chances of misconception. Just an attentive 
look at an Indian image of old is sufficient to impres upon the 
mind of the observer that a distinct, perfect, clearly set out mood 
was intended by the artist for the image to carry through its 
physical outline, cf waves ” and other artistic schemes and 
devices. , 

There is still a deeper meaning conveyed by the productions 
of the Indian artists — a meaning which they so eagerly made it 
their aim to express in the works of their art. Once more it may / 
be said that the Indian images used to be wrought and fashioned 
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for the purposes of worship. And in order that the worshipper 
might, without much effort, meditate upon them., might think that 
his dearest, his saviour , his master, his object of reverence has 
come before his eyes, might forget his own individual identity and 
identify his own self with the image of god, the artists of India have 
tried their fullest to render the images as impressive and imposing 
as could be possible in a sculptural art. They believed with the | 
devotee that c God comes near the worshipper if the images were ' 
made fine ' — 

— HayaBrsa-pafica-rafra . 

Another consideration of no less momentousness was in the 
minds of the Indian artists as it was in the minds of the Rais. In 
nearly all the phases of Indian art the Rasa (or f impassioned feel- 
ing J ) has played a very prominent role. The Indian belief is that 
the supreme being is Rasa-svarupa or as on other occasion has been 
said — Rasa vai sah ( c He himself is the impassioned feeling'). 
Thus, the merit of a piece of Indian art should, doubtless, be 
«■' judged by the degree of Rasa (or impassioned feeling) it evokes in 
the mind of a spectator or a worshipper. The minds and inclina- 
tions of all people are not the same nor are the states of tempera- 
ment fixed all the time. They ever vary with individuals and 
with times and circumstances. Hence we find a number of differ- 
ent Rasas which the artists endeavoured to dwell upon in their dry 
stones and metals. These Rasas were the essentials by which 
they exerted a psychological influence upon the mind of the 
devotee. The Rasas , being the very core of a poem or a drama as 
well, have been thus enumerated as nine in number : — 


^rrf wt= i 
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“.Love, laughter, pain (sorrow), rage, animation, fear, re- 
pugnance, wonder — these are nine feelings enumerated in a drama.” 

The images were so wrought by the Indian artist as to mani- 
fest one or more of these Rasas by their pose and appearance. 

, ? The artists believed that when the mind, feeling and tempera- 
,/ ment of a devotee would come in an identical line with those of 
the worshipped, the realisation of one’s prayer could only then be 
4 expected. Thus, they furnished various images expressing not 
one but a variety of Rasas just according to the needs of the wor- 
shipper; Nor should we carelessly err in assuming that an image 
conveys one single feeling in its pose. As in a man, so in an image 
may be discemable a mixed feeling — the result of an interaction 
of multiple feelings, either of similar type or even of opposing 
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types. As an illustration the expression of love and sublimity is 
regularly to be noticed in the images of Hara-Gaun or LaksmM- 
Namyana , more particularly in the Ananta-sayya group. The feeh 
ing of laughter but without repugnance or sarcasm may easily be 
excited in us as we look at the pot-bellied image of Ganesa danc- 
ing with his elephant nose or of Kubera, the god of wealth, whose 
prototype is the modern corpulent Baniya of our bazar. The 
mood of anger together with the sympathetic protection (Vara- 
hhaya) has been emphatically expressed in most of the Tantrik 
images which, as a rule, represent the energetic principles of the 
universe. In them, more vividly than in others, may be witnessed 
a mingled feeling of fear, wrath, repugnance, wonder and sportive- 
ness. Indeed, it ought to be plainly said that without a trained 
eye in this direction, it is as impossible to appreciate the remark- 
able success attained by the Indian artists in the composition of 
those images as it may be to estimate rightly all the standing 
monuments of Ancient Indian culture. 

We shall trace now, in a general way, what early conception 
gave birth to the making of images, the purpose of such a concep- 
tion and the evolution of stages in the representation of images. 
We have found, through our enquiry, that the early conception of 
image was simple and monotheistic in character, which gradually 
became, in course of time, more and more complex, until it reached 
a stage when everything appears to be much too differentiated to 
admit of any coherence and unitary principle. The origin of 
images, it may be conceded, lay in the imagery, of the ancient 
Seers or Bisis of India. They found by experience, more truly*! 
as a result of their life-long meditation, that prayer directed to an \ 
objectless unfathomable void was as absurd in practice as it was j 
ineffectual in its result, yet true probably as an initial attempt to 1 
realise the absolute or the ultimate Being. They, thus, eventually 
found out an easier path, for purposes of prayer, by making 
varieties of conception of the divine. These conceptions took the 
form of Mantras or sermons, in the Vedas principally having the 
object of being uttered in praise of various gods and goddesses. 
Thus, the primary conceptions of God in a personal form dawned 
upon the mind of the Vedic Rishi, The representation' of the 
gods and the goddesses as conceived in the Rigveda have assumed 
such a definite, well marked and solid form that for their perma- 
■ nonce, they immediately needed the help of the sculptor to trans- 
late ( them into stones and metals. It is,' indeed, inconceivable 
that such definite pictures of the divinities clearly drawn in three 
dimensions as found in the Rigveda, could have long existed in 
the minds of the Rishis. Hence the forms, which the Risbis and 
poets conceived in abstraction, were expressed in 'the works of the 
sculptor. Thus, we see the seeds of Iconography are to, be found ! 
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In the semi-philosophical hymns of the Rishis — the Dhydnas, 
Stuti, Sadhana, Mantra , etc. 

XIII. 

As has already been shewn that for the purpose of the easiest 
and the most attractive method of perform- 
Prayer requires an image j n g a prayer in the Hindu sense an image 

is an absolute condition. What is known as 
sanctions its use. Even the greatest Yogis never 
dispense with images but hold fast to them as a great means of 
attaining concentration of the mind. Even there were heretics 
against the Vedas. The Vedas could not wholly escape denounce- 
ment in India itself. But no ancient system of philosophy in 
India is known to have ever pronounced the Iconolatry as unphilo- 
sophical. Rather we find it is the philosophers among the 
co-religionists of India, who strongly advocated the system. The 
Mahayanists, who in some sense introduced philosophy into the 
Buddhist religion, greatly encourage image-worship. Samkara- 
charya, the greatest rnonist that India has ever seen, was an 
image-worshipper himself. Upas ana, or the practical side of the 
Hindu religion, has necessitated this form of worship from time 
immemorial. The Nirguna Brahman, the Absolute being, beyond all 
subject and object, cannot easily be an object of worship. The 
difficulty of such kind of worship has been realised in many 
places of the scripture, particularly in the Gita, as follows : — 

ff Greater is the difficulty of those, whose minds are set on the 
unmanifested, for the path of the unmanifested is hard for the 
embodied to reach. 9 ’ 1 Thus sprang Upasana which has been 
defined as “ mental operation concerning Brahma with attributes 99 
( “ Wrersm) l” These attributes of 

Brahma make up for Him a personal form so useful for the wor- 
shippers. These lines from Ramopanishad set forth the idea : 
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“ It is to the purpose of the worshipper that is due the 
representation of Brahma who is intelligent, one, indivisible and 
disembodied.” Worship or Upasana is of many kinds,— Sampah 
dupasand, Pratikopasana, and Samvargopasana, as dealt with in 
the Vedanta philosophy. It may be said that images were found 
to supply the readiest means of fulfilling all the needs of Upasana. 

'*P?IW Gita, xii. 1-7. §J 

Cf. ■giBWTt sr?: W AdhyStma Ramayana. 
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Prayer, In the Hindu sense, chiefly means meditation on the 
divine. The steps leading to it, as systematically treated in the 
practical side of the Yoga philosophy, may be shewn to co-ordi- 
nate with the stages of Iconolatry. From all directions, the 
Hindus have tried to render a meditative prayer to God. They 
have selected the best places of the country, magnificently 
circumstanced with grandeurs of nature — either seaside, conflu- 
ence of two rivers, banks of mighty streams or woodlands, valleys 
or even snow-clad peaks of hills and there built temples with 
the sole object of being able, with their external opportunities, to 
attain prayer with the greatest amount of attention. To add to their 
attention — being the very heart of prayer — they have tried to have 
such images made as would most appeal to their religious senti- 
ments and sympathies and would evoke various emotions to 
enable them to perform the sacred journey towards the supreme 
being. In most cases the images have been represented in a 
meditative posture. The idea seems to be that by repeated 
glances at them the worshipper would also obtain such a medita- 
tive turn of mind. It is a psychological fact that there must be 
an interesting object for holding long one’s attention. Interest, 
immediate or remote, being the primary condition of attention 
is identical to &radha of the Hindus. That which excites faradha 
should be the best means of maintaining attention. {No divine 
symbol or abstract theory of the Absolute has such an attraction in 
prayer as the image wrought in the highest artistic style has, at 
least, for the Hindu worshippers.} 

XIV. 

While, in other countries, images generally used to be made 
for show for filling the art-gallery or for the 

Ima worsWp 0 f ° r decoration of public places in India, on the 
other hand, they have been, with some 
exceptional cases of divinities as such have been worshipped by 
the people. The exceptional eases being remarkably small, only 
relate to statues of kings and princes . 1 Little importance was 
attached to images for secular purposes. This is the reason why, 
despite the artistic activities of the ancient Indians, we do not 
find easily the representations of the historical kings, such as 
j Chandra Gupta, Asoka, Samudra Gupta and others. The images 
j of gods were never meant for a museum or for house decorations 
i like the present-day practice in India. Rather there is an in- 
* junction contrary to the collection of images in one temple. 

Thus each image had a temple built for it by the wor- 

\/ 1 Pratimanataka by Bhasa gives testimony to the existence of a 

Museum of statues of royal princes. 
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shippers though the images of consort or attendant deities were 
allowed to remain in it. The original books dealing with p^r 
'srfensr or installation give clear rules for making an 
"image fit for worship. All the Sanskrit books on Iconography, 
■such as $ilpa-Samhita, Silparatna, etc., refer only to images meant 
for worship. In cases where there was no temple for an image, it 
used to be placed at the foot of a sacred tree. And there it 
would receive puja from worshippers as a part of their religious 
duties. - /Further, if any image by some accident should undergo 
a damage of any kind, there is a prohibitive injunction in the 
religious books 1 to the effect that it would be thrown into the 
Ganges. Indeed, how many partially broken images would have 
been saved if the early Indians had the same idea or respect for 
archaeology and museums as we have to-day ! After all they were 
so emphatically opposed to all secular things. In Bengal, where 
owing to the scarcity of stone materials images are made of clay, 
husk, etc., it is a common practice, probably a development of the 
early practice above-mentioned, that as soon as the puja is com- 
pleted, the image, however expensive it may be, is drowned into a 
river or a tank with a ceremony called Visarjana. 

' xv * 

One is lead naturally to suspect in view of the fact that 
other ancient countries, such as Greece, had 
HO w°orthT P T aSe images in the 800 B.C. and Egypt had, of 
course, at a still older date, whether India 
has, if not greater, similar claims to antiquity of her images, being 
universally pronounced as an idolatrous country. We believe 
with other scholars who have made some investigation into the 
subject that image making was known in India in the Vedio 
times. Various evidences may be advanced to confirm this state- 
ment. We shall, later on, 'give concrete proofs dealing with 
this subject. Certain facts may, meanwhile, be taken up and 
discussed here. It seems to be a general rule with the Indian 
artists that whenever they had to make images of gods they 
made them in strict accordance with the Dhyanas and Sadhanas 
as given in the literature. Their iconic art was almost wholly 
guided by the descriptive writings of the sages. No image 
in India whatever may be its age, even of the Buddhistic 
age, say the image of the goddess of Sri in Sanchi, may be 


fMtw” Sditya Purina — quoted in Mirnaya Sindbra, also Uteri' wfer- 
eto., “in 
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shewn to have been sculptured independently of any scrip- 
tural description and in no case, however, was a sculpturing 
not preceded by an older iconographieal guide. If this were 
a rule, it follows, as a consequence, that images were certainly 
not unknown in the Vedic age inasmuch as w© find clear 
descriptions of them in the Vedas for the sculptors to follow in 
often minutest details. In fact the Vedic representations of gods, 
were really the parents of the Pauranic representation of gods. 
The name of an artist has been mentioned in the Vedas. Tvasta 
was the divine artist. Did he not make images like the ancient 
Geek artist Hephaistus ? Further, in any ancient country, it is 
found that the art of image-making is contemporaneous with the 
art of poetry. For instance, in Greece, the origin and development 
of the art of sculpture save also the origin and progress of poetry 
by its side. It is unusual, therefore, in the course of things to 
suppose that India should prove quite an exception to this rule. 
That the whole of the Vedic period with its civilised condition of 
society and developed state of arts wanted only in the art of 
sculpture, another aspect of “ fine arts ” is probably as unfounded 
a fact as it is inconceivable. In the early period of studies on 
Indian iconography, scholars used to believe, now proved wrong* 
that <fi the art of ancient India owes its rise to Buddhism . 55 1 
ML Foucher said, <f The ancient Indian sculpture did not know the 
detached statues. 55 * Now, the state of opinions is completely 
reversed. Even the greatest art-critics and archaeologists have 
begun to doubt the relatively small antiquity of Indian art. 
Prof. Gardner observes thus : “There can be no doubt that Indian 
art had an earlier history. The art of Asoka is a mature art : 
in some respects more than the Greek art of the time . 55 If this 
relative superiority of Indian art can be maintained to have 
existed in earlier ages, we have to assume a very remote antiquity 
for its initial stage. Dr. Sten Konow, controverting the theories 
of those whose opinion it was that the Indian art began after the 
Buddhist age, touched the problem and remarked, It would, 
however, be unwise to infer that the Indian learnt to worship 
images from the Greeks or that the practice of adoring images 
of the Buddha was inaugurated by the semi-Greek population of 

the Panjab as maintained by Fergusson and Cunningham 

| My intention is only to remind of a few facts which show that^ 
I the Indians had been making images before the rise of the ; 
I Buddhist art of the Gandhara school . 55 We shall deal, at length, * 
with the literary and other evidences which go to prove the existence 
of Indian images and their worship at a much older time than 
is commonly supposed. It is sufficient to say at present that 


1 GrunwedeFs ** Buddhist Art in India,” Introduction* 
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Image worship in other 
ancient countries. 


that time would' coincide with the time of the personification of 
gods by the Yedic Rsis* 

XVI. 

The most ancient religions of the world had image-worship 
as forming their principal creed. In Egypt , 
China, Assyria, Babylonia and Greece, 
images were used in the most ancient periods 
of which' we have evidential records. As late as the period of 
the 5th dynasty in Egypt, the image of the Sumgod Ra was 
made and worshipped as has been proved by the exploration 
of the Sun- temples at Abusir. cC Somewhere about the time of 
the 2nd dynasty, the Egyptians began systematically to repre- 
sent their gods by images of a human form. 55 1 The Polytheistic 
conception of God by itself suggests in any religion the prevalence 
•of image worship. The ancient world religions are, as a rule, 
polytheistic in character, though, of course, the higher conception 
of Monotheism was not only known but grew side by side. The 
religion of Assyria attaching sanctity and belief to many gods 
knew of their images and temples of which we have creditable 
records. “ We are now able to read with certainty except for a 
few obscure expressions, in inscriptions which possibly date back 
to B.C. 6000. The earliest inscriptions hitherto recovered have 
been from temple-archives, and naturally relate to offerings to 
the gods or gifts to the temples. 55 * Babylon was no less ancient a 
country than Assyria. Idolatry and image- worship form a very 

striking feature of the Babylonian religious system, and already 
meet us in an advanced stage of development in the earliest 
cultural period of which material remains have been preserved. 
The earliest inhabitants of the country of whose existence we 
have obtained evidence by excavation were the Sumerians, and 
they were immigrants who brought with them an extraneous 
civilisation from some mountainous region of Central Asia, Their 
gods were already anthropomorphic and their cult-images undoubt- 
edly combined the character of portrait with that of fetish,” B It 
may be noted here that the culture and religion of Assyria were 
essentially Babylonian, except for the predominance of the national 
god, Ashur. Thus the Babylonian images date back from an 
earlier period than the Assyrian images. (< Later, in the 15th 
century B.C., we know that an image of the goddess Ishtar was 
carried with great pomp and ceremony from Mesopotamia to 
Egypt, and in one of the letters found at Tell-el-Amarna the 
statue and the goddess herself are absolutely identified.” 1 * * 4 Coining 


1 Hastings 5 Ency. of Religion and Ethics, Vol. 7, p. 132. 

a Hastings 5 u Dictionary of the Bible. 55 — See under “ Assyria and 

Babylonia. 55 8 Hastings’ ** Enc. of Religion and Ethics, 55 

p. 117. 4 Ibid,, p. 118. 
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down to the time of the Israelites in the land of ancient Palestine, 
we can furnish proofs of image-worship among them. “ Did 
Moses tolerate images of Jahweh? On the one hand, it seems 
certain that the Decalogue in some form or other comes from 
Moses: * * * there is a very general opinion that the making of images 
of Jahweh was thought unobjectionable up to the 8th century 
B.C.” 1 * About 15 words in the Old Testament are used specific- 
ally for images. The earliest point to the process of manufac- 
ture of graven, sculptured, molten images.* An extremely ancient 
country like China has an antiquity of images which refers back 
to about 1200years B.C. ' ‘ The Emperor Wu Yik (1198-1194 B.C.) 
is credited with having made the first images or idols. The objects 
of worship then were heaven and earth, the spirits of mountains 
and streams, etc.” 3 * Lastly we turn to Greece where the art of 
sculpture reached wonderful perfection in its application to religion. 
The Mycenseans of the iEgean civilisation, who early dwelt in 
the islands of Greece are now proved to have been clearly image- 
worshippers. “ We now know that the ZEgeans made idols and 
venerated them as did every other people of their time. Whether 
D.G. Hogarth is right or not in claiming (ERE. 143 a , 147 a EB r. 
i 247“) that the iEgeans worshipped only two deities, the mother 
Rhea and the son Zeus, or whether we should rather say that 
there were two primary objects of worship, it is at least probable 
that “ Dual Monotheism ” which he postulates was accompanied 
by the veneration of spirits of wood and water, sky, sea, and land, 
as in every country of the world.”* Then, after the destruction of 
the Mycenaean or iEgean civilisation of the invasion of tribes 
from the north about 900 B.C. when the Hellenic Greeks started 
and developed their culture in Greece, their art and religion being 
close to each other, laid the foundation of an extensive worship of 
images. “ It was about the 6th century that the genius of the 
Greeks, almost suddenly as it seems to us, emancipated itself 
from the thraldom of tradition, and passed beyond the limits 
with which the nations of the east and west had hitherto been 
content in a free and bold effort towards the ideal. Thus the 
6th century marks the style in art in which it may be said to 
have become definitely Hellenic.” 6 A review of the foregoing 
statements leads us to suppose that there was, in fact, an age of 
image-worship throughout the world. It was never restricted to 
one or two small areas ; and images were in vogue all the world 
over. That is what the comparative study of images, its correspond- 


1 “ Hastings’ Dictionary of the Bible,” p. 300. 

* Ibid., See under “ Idolatry.” 

8 Hastings’ Eney. of Religion and Ethics, p. 130. * Ibid., p. 116. 

8 Ency. Brit. (11th Edition), Vol. 12, p. 470 by Gardner. 
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mg art and importation of images might have resulted in. But 
what was the centre of this iconic practice ? Whence first came the 
images % It has been proved in all cases of ancient countries — 
Egypt ; Babylonia, Assyria, etc._, save India alone — that the 
practice of image-making was not an indigenous growth. 
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XVII. 

EVIDENCES OF IMAGES IN THE EARLY ^INDIAN 
LITERATURE. 

Scholars used to think half a century ago that images 
were never known in ancient India ; and, in fact, the practice of 
their worship came into vogue not in the early part of the Aryan 
religious life, but quite after the birth of the Mahayana or later 
Buddhism. But now that opinion is among the scholars unani- 
mously modified. The most critical and historical scholars now 
do not hesitate to believe that books avowedly proved to date 
from the pre-Buddhist times such as the Sutras of Panini, the Brah- 
manas of the different Vedas, etc. , make distinct references to images 
of gods which, of course, had a history and growth from times 
much earlier than the times of the works just mentioned. We 
shall show here that earlier books composing what is known as 
the Sutra literature make such unmistakable mention of images 
as the ingenuity of scholastic criticism can never find an easy 
means of interpreting otherwise. 

This definitely brings the age of iconology in India close to 
the time of the Vedas. We shall next show that the Vedas con- 
sisting of the Mantras and the Brahmanas give sufficient evidences 
for the knowledge and the use of images in that age. Descrip- 
tions of the Vedic gods and goddesses as having hands, feet, 
armours, dress, chariots, vehicles are no mere poetic imageries, but 
are based upon the material images of the divinities who had 
regular temples and Vedis built for them. They are, in reality, the 
progenitors of the descriptions of images such as w© find in the early 
Puranas and the $ilpa§astras. It is admitted also that, in later 
ages, the images of gods were multiplied with variations in their 
conceptions, but yet a long evolution of images appears to run 
through the different ages of Indian religious life, which, as a whole, 
admits them as forming an integral part of Updsand or prayer. 

Now, we begin with details discussing them in a regressive 
order . 1 


1 The probable chronology of the books used here : — 

(i) Patah jail's Mahdbhdsy a— 2nd cent. B.C. 

(ii) Kaufcilya’s Arfchasasfcra : — 

(7. 320 B.C.—Proi Jolly. Z.D.M.G., VoL 67, pp. 49-96; also 
pp. 95-96. Prof. Hillebrandt shares the same view. 

(iii) Panini’s Grammar:— 

<7. 7th cent. B.C.— Goldstiicker and Sir R. G. Bhandarkar. 
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Pat&fijali’s MaMbhasya ► ■ - * 

Sufficiently current things are, as a rule, used as examples for 
the elucidation of any principle. Patanjali, the great commen- 
tator of Panini Sutras, in connexion with an aphorism, gives as 
examples V&sudeva, 6iva, Skanda, Visnu and Aditya which words 
are here used in the sense of images (Archa) of those gods. 1 

As illustration of another aphorism, the images of KMyapa 
have been mentioned.* The same old scholium informs us of the 
beating and the sounding of the Mrdanga, Sankha, the existence of 
a sect of Sivabhagavatas holding an iron lance in their hands. 3 
Thus the representations of the principal gods of the Indian 
Pantheon were no less common in those days than they are now. 
In another passage of the Mahabhasya, the author in explanation 
of the aphorism of Panini iv. 1, 54, gives examples of an image 
having a large nose or a high nose, 4 


(iv) The Great Epics : — 

Pre-Buddhistic — the original part of the Ramayana composed 
before 500 B.C.— Macdonell : Imp. Gaz., VoL II, p. 237. 
The old form of the epic probably came into being about 
the 5th cent. B.C. — Ibid., p. 235. 

(v) Manu and the Smarta works: — 

Gautama — 5th or 6th Cent. B.C.-— Jolly’s 4 Recht und Sitte, 
pp. 3-7. 

Baudhayana\ 4th Qr gth t . B .C. Ibid. 

Apastamba J 

(vi) The Sutra Period. — Pre-Paninian. The date of Manu as given 
by the scholars is not convincing. He certainly preceded 
the other law givers in date. As the last redaction made 
was not later than 200 B.C. (Bubler), the original Sutras 
may be reasonably assigned to this period. 

(vii) The Vedic Litt. — (last phase) — C. 1500 B.C.-— 2000 B.C. 
(Whitney, Haug and Macdonell) ; 4500 B.C. (Jacobi, 
Tilak). 

1 J ( m. ) li ** fasjfir 

fiw \ fai i yrfmiw \ 

5f j #srf*r t The Vyakarana Mahabhasya 

of Pa tan jail, edited by F. Keilhorn (B.S.S.), VoL II, p. 429. 

* i ........ wmw idw I Ibid., p. 241. 

8 The point was specially emphasised by Sir R. G. Bhandarkar in 
his presidential address at the first oriental conference (Poona), 1919. 

fbfrn fewtf ( totos (K eilhorn), VoL II, p. 222. 
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Kautilya’s Arthasastra u ; *" 

The common worship of images in Ancient India is attested 
by passages from the Artha§astra, now a favourite study among 
the archaeologists, which too makes mention of the principal 
deities. “In the centre of the city the apartments of gods 
such as ssrofsf Cf ; sraf^rfci ; ; t^T^nT ; fk? ; sTSOT ; 

(divine physicians) and the honourable liquor-house % (^ffarf^YT 
shall be situated. In the corners the guardian deities of 
the ground shall be appropriately set up. Likewise the principal 
gates such as Brahma, Aindra, Yamya and Sainapatya shall be 

constructed, and at a distance of 100 bows places of 

worship and pilgrimage-groves and buildings shall be constructed. 
Guardian deities of all quarters shall also be set up in quarters 
appropriate to them.” 1 

The aphorisms of Panini:— uvT« ^«^v' 

Apart from the references given in Patanjali’s Mahabhasya, 
the Sutras themselves contain a passage which pertains to the 
subject of an image. According to the aphorism the affix c?pt 
means a “likeness” when the imitation of a thing is to be 
/ expressed. Thus ssp? vferisfa! srw an imitation of a 

horse in wood or clay, etc.* 

The Great Epics:— 

The Mahabharata is well stocked with references to images. 
Several whole chapters (Adhyayas) are devoted to topics of pilgrim- 
ages to holy places. 3 The images of Mahakala, SamkhakarneS- 
wara, Bhlma, Trisulapani. Kamakhya, Vamana, Aditya, Saras- 
wati, Dhumavati, Bhadra-karneswara, Kalika, Chandra, and others 

<?TTV%rf | Wltq I UtiisysiTHt WHWIlfst 

v f wsn : v*pwkWrlhrr sstsIt i ^ f^rfri; i 



Edited by Pandit Shamsastri (Govt. Oriental Library Series). The 
translation of the honourable liquor house for seems to be 

incorrect and inappropriate here. It should be translated as a house 

for Saraswati with Laksmi ( itwr ). Ida means both Saraswatl 

and Prithivi. 

I* yt l Panini’s Astadhyayi, V, 3, 96. 

N{ * •gpsrr f^q ^f g f isfsfa i wf*ns? w wraffk i 

Mbh. Vana Parva, 82 Adhyaya. Verses 48-49. 
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have been mentioned. 1 The locales of these, as mentioned in the 
Great Epic, seem to be so ancient that it is not now at all easy to 
identify them. In another chapter we meet with incidental re- 
ferences to images. a The readers of the Mahabharata are well 
aware of the portrait statues of Bhima (made of iron) and of 
Dronaeharya as adored by his silent devotee Ekalabya. 8 Simi- 
larly, the Ramayana also mentions images of which many refer- 
ences here seem rather redundant. 4 

; ' : : ;V ' v . , ' 
Maim and other Smarta books:— ■ 1 

In the laws of Manu may be found several references to 
images. One of the duties of a Brahmacharx was to worship an 
image of God. 6 Mention has been made of a Devalaka or a 
Brahmin of inferior order who subsists upon the offerings made to 
the images which he attends. 6 Manu contains rules about cir- 
cumambulating an imago, stepping on its shadow and refers to the 
taking of oaths in its presence. 7 He also gives ordinances to be 
observed in dealing with a conquered land and one of these refers 
to the worship of images. 8 In Manu’s time, among other things, 
a temple of a god was used to mark a boundary line between two 
lands. 9 Similarly, in that time, iconoelasm was regarded as a 

1 The Mahabharata, Yana P., 82-84 Adhyayas. 

* , ’STBRWM ^ ! 

srrofaf ^ ii 

Bhlsma Parva, Adhyaya, 2, 26 verse, 
also I 

| Ibid., Adhyaya 3, 29 verse, 

8 vrfwf i 

Ibid., Stri Parva, 12 Adhyaya, 14-19. 

4 v t^fTurr ix The Ramayana, 2, 4, 29. 

. ww I Ibid., 6, II, 28. 

& J j Manu, II, 176. Household 

gods have been mentioned, of. Ibid., Ill, 117 

J 7 ' -myx fsffw wwiv i IY, 39. 

troiifT gtKm* i 

WRtFR ^ I IY, 130. 

fmn i 

vtiwRT I vfb i VIII,' 87. 

^ srawftw tnfSPOTJ i VII, 20 L ' 
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penal offence. 1 The Gautama Dharma Sutra, a smarta book of 
great authority, has some passages bearing on images. For 

example, “ Looking towards images of gods, etc., one must 

not commit nuisance.”® Ct One should circumambulate a temple of 
gods, etc.” 3 “One who bears on his body sandal and saffron 
touched by a Salagrama attains salvation.” 1 In a holy place, in a 
Tlrtha, in the presence of a god, etc.” 6 Then, entering a house of 

god ” 8 Household gods have also been spoken of in the 

same religious code.' 1 Apastamba-Dharma Sutra, another book 
on Smrti furnishes similar evidences of image-worship. Such evi- 
dences may be clearly seen in passages, where the author distin- 
guishes the merit of worship from the merit of meditation, etc., 8 
in which prohibition against a nuisance committed by one facing 
a god has been enjoined, 9 and where one is forbidden to spread 
one’s feet in the direction of Agni, Brahmin, God, etc. 10 

The Sutra Literature:— ■ Ntcn >>'&*£ G 

Both the Grhya Sutras and the Srauta Sutras make clear 
reference to the existence of images of gods. The installation of 
an image, a temple of an image has been mentioned, go to prove 
that image worship was sufficiently common in those times. 11 

A number of references to an image may be gathered from 
Bodhayana’s Grhya Suira which presents a variety of gods as 
worshipped during the author’s time. He deals at length with 
the rituals of bath, purification, daily worship, etc,, connected 
with the installation of an image. In these connections, the. 
images of Visnu, Mahapurusa, Vinayaka or Ganesha, Yama have 


8 

4 

6 i 

8 

7 


, vfmHTsrra i IX, 285. 

./ “if .|c[NT WTWf stfhwwr ^gfVqyitejrfir I ” 

Gautama— Dharma Shastra. (Govt. Oriental 
Library Series, Mysore), p. 139, of. p. 458. 

'/ “ vnwrefhwm u wrfh i ” 

Ibid., p. 465. 

“ savWPlws 1 ” The same book, p. 467. 




9 

.•JO' 1 : ; 

a 


wfi m t ^nwK ?? p. 469. 

“ irfkw i ” p. 95. 


Apastamba Dharma (Mysore Edition), p. 186. 
* “ mwm i Ibid., p. 199. 

tt twr l Ibid p. 200. 

a ,V a temple, Samkhyayana Grhya Sutra. 
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been referred to in the book. 1 The author always refers to gold 
images as were presumably prevalent in his time. The village- 
gods have also been mentioned in the book. The KauHka-Sutra 
of the Atharva-veda repeatedly refers to the fact that the gods 
were dancing, falling, laughing, and singing.* Traces of the 
belief of houses, villages, towns, fields and temples of gods being 
haunted, are to be found in this_ancient work, and their remedial 
measures are also given. 3 The Asvalayana Qrhya-Sutra furnishes, 
in like manner, unequivocal evidences of image-worship. The 
household and guardian deities have been specifically mentioned. 4 
In the Grhya-Pari§ista of the same book may be found topics 
relative to images of the planets, the materials to be used for their 
construction, and so on. 6 

The Brahmanas and Aranyakas 

Informations with respect to the prevalence of images are 
sufficiently contained in this branch of the Vedic literature. In 
the $advim§a Brahmana, we read “ the temples of gods tremble, the 
images of gods laugh, cry, dance, break, etc.”* The expression, 


/ 1 “ wntfr an^rwim ; lythraw ufsrafiujr i ’ 

V “ p. 238. 

“ stf ro faq 

asrr i ” p. 243. 

“ Ararat i ” p. 247. 

■‘^WTSft sutwMW: I ” p.269. 

“wiErttr: flwni 1” p. 271. 

“ ^wrffr 3n<®riw*J : | ” p. 276. 

^rnfrr^fm: i ” p. 278. 

“ 5miiw ; i ” p.285. 

The Bodhayana Grhya Sutra (Govt. Oriental Library Series, Mysore). 

\* * sauraj ■sfrfiw i The KSucika Sutra of the Atharva- 

Veda, edited by M. Bloomfield, p. 246, For repetition of the same, 
vide p. 258. 

8 “ wt *rr ^raz% *rr ■sre ii1%q — n” 

Adhyaya IV, Kandika 25, see the commentary, p. 324. 

4 “ vuwlN jzwh? sngt’mrKF I ” 

Asvalayana — Grhya-Sutra (Bibli. Indi.), p. 8. 

-i 6 “ ^p^sfjfTqrjsff: wsffind WTVfk&l - I ” Ibid., p. 291. 

«5fT l” p- 333, also, 

” p. 335. 

\J 8 g vt f^r lyuTErwTfsr ws <y« r af? r gT ’eePh s *r#b 

” — Samaveda, SadvinSa Brahmana, V. 10. 


XXX 


PROLEGOMENA. 


Deva-malimluc meaning f a robber of the gods’ being the epithet of 
Rahasya as used in the Pahca-vimsa Brahmana shews clear indica- 
tion of images in the context of that Brahmana. 1 The ^atapatha- 
Brahmana gives directions for making a gold image of a Purusha 
placed on the image of the sun with rays all made of gold which; 
again has been placed upon the petals of a lotus.® In the same 
Brahmana references have been made to the images of Ratri ('the 
goddess of night ’), Kaladeva (‘ the god of time ’) and others to be 
engraved on bricks. 8 Similarly, such passages as "to sleep by a 
god in a Garhapatyagara,” “ then the gods being adorned with a 
holy thread,” “ Siva with pinaka attired in a tiger’s skin,” "She 
sacrifices sitting in front of the gods,”* allude to images by the 
meaning of the word Deva, etc., having very little need of a com- 
mentary. The Samkhayana Brahmana of the Rig Veda contains 
many stray references to images. The passages, for instance, " he 
addresses and cleans Ila,” “the arms of the sun-god being broken , 
they gave two golden arms ” and so on are significant enough. 6 
Several passages connected with images occur in the Taittinya- 
Brahmaqa of the Black Yajurveda, some of which are discussed 
here: “ The udgata having laid in front of the gods ; ” 8 " Agni 


1 Panea-vimsa-Brahmana, xxiii, 18, 1. The same expression 
occurs in the same meaning in Tandy a Brahmana xiv, 4. The word 
rukma in the sense of image occurs in the Aitareya-Brahmana ru. 

® WX WfKNTfrr I XT VN X-W 

vx ffar- w xW % xxsr wsrgjir mcrexTruT % fwr: 



f%x«5ftfl wxfk vfxNW ww 


f^wtergw^trrfvr, xjjrt xt vrrer fxxfxT xprwgXT ^ xwr- ii 


I *S wprft: I f^X'SSRTT Wxft 'sftft#' f^X'SXE, 

wiftxfg gw wxfw gxxt 1% wmfm i 

"ire’f xt w xxa’r *r xv ww gw w xv utt I 

S at apatha -Brah m an a , Adhya., Pra. 4, 8-18; cf. The Satapatha- 
Brahmana (Bibliotheca Ind.), vol. xii, p. 232-33. 

4 8 7RF ! vfxfw XTfWWUTP XlfbUTtX ^1% faSNt Xrifanj; rrftUTNT! xfK 

’ftfx xwrft 'W uxftr ... l ” Ibid., X, 3, 13-19, 220. 


p.| f 9. 

J 6 “ 


Ibid. (Bibli. Indica), Vol. I, p. 8 ; Vol. II , pp. 190, 389 ; Vol, III, 


i” (p. 11), “ VT'St nra^ u# V^xrrgrirt 

(p. 64) — ^amkhayana-Brahmana (Ananda&rama Sanskrit series). 
8 The Taittirlya Brahmana (Anandasrama Skt. Series), p. 108. 


■PROI/EGOMBN A. 


XXXI 


is on the chariot ;” 1 “Those gods are in the chariot ;” 4 “Let 
the hota worship the two images of Usa; ” 3 “ The three images 
of Saraswati, Ida and Bharatx; ” 4 “ The two images of the presid- 
ing deities of day and night ; ” 6 " The three goddesses made of 
gold ;” 8 “ Tvasta, the sculptor of various images ;” 1 “All these 
devatas are_ for the merit of the Yajamana put on the chariot .” 8 
The Vedic Aranyakas are no less replete with allusions to images. 
The Aitareya-Aranyaka contains a few of these, such as — “I 
have constructed the body of the god Indra.”® Clearer evidences 
of images may be seen in the Taittiriya-Aranyaka, some of which 
are touched here. The clothes of deities used to be dyed yellow ; 10 
the Rudras had their white clothes ; 11 the seven suns represented 
in the art of Kafiyapa . 14 “ Let Visvakarma provide you with sun- 
images,” “ let Tvasta provide you with images,” 13 “ the learned 
Tvasta, the maker of images,” 11 “Thou art an image.” 16 In 
Vedic sacrifices, certain bricks formed a chief material, and there 
is good ground for believing that the sacrificial bricks used to 
bear reliefs of figures like sacrificial posts. The Taittiriya-Aranyaka 
contains some topics concerning these bricks. 

The Vedic Samhit&s: — fe.ic \ 

That the Vedas should contain sculptural directions and 
devices would be rather too illogical to expect as those early 


' 1 “ sram w vrvsw ” 

nrajpral m | Ibid., p. 133. 

4 “srr v*r vt ufaar: i ” . .’wutef i 




ROW l Same page. 

8 Ibid., p. 635. 4 p. 641. 6 p. 654. 6 p. 681. 4 p. 1194. 

8 p.,1249. 

~J * <• ¥T^‘ i ” *rg vrftr vfivfr yfu i 

Aitareya-Aranyaka (Anandasrama Skt. series), pp. 142-143. 

fnfsr | ’STPspr I Taittiriya-Aranyaka (edited by Rajendralal Mitra), 

p. 20. 

n Ibid., p. 22. 

14 i *rw fW w? i i 

p. 80. This reference may be regarded as very important from 
the point of sculptural art as it refers so early to the art of Ka4yapa 
whose work known as Kasyapa &ilpa-&a$tm though not in its earliest 
version has yet been handed down to us. ^ 

Ibid., p. 126. It is also worthy of remark that Visvakarma and Tvasta 
were two divine artists. 

14 p. 308. 16 utwT p. 425. 
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hvmns of mankind were not meant specifically to represent a 
Silva-S astro, or a science of art. So far as images or sculptures 
are concerned, our legitimate expectation ought to be to find 
anthropomorphic descriptions of gods and goddesses with details 
of limbs, dress, arms, armour, vehicles, and so on. And this we 
feidthere in plenty. The Vedas are further not a strictly 
practical code of Dharma and thus we can scarcely get there such 
things as consecration or installation of sacred objects. For 
these we may look for books specially devoted to them. And 
the books of the Vedic age of this branch of literature give 
abundant references to image and image-worship, some of which 
have been already noticed. In the Vedas themselves, we may 
come across here and there hints for an image or passages, which 
convey, as a whole, the sure indication of an image. And probably 
that may be practically enough for a historic and inferential 
scrutiny. We touch some of these passages with contexts and 

^ The" Fa? asaneyi-Samhita of the white Yajurveda has a number 
of references to the subject of images, which cannot be construed 
otherwise. In one passage, the sun-god has been ca led Hirwya- 
• vani or £ one whose hands are made of gold. This also alludes to 
\ the fact that the hands of the sun-god (no doubt, of his image), 
once broken by the iconolasm of the demons, were replaced by a 
' pair of golden arms by the gods. 1 There are other passages m the 
J same Samhitd which clearly indicate the existence of images m the 
Vedic age. As for example, ‘ the body of Agm made of iron or of 
silver or of gold.’ a ! Agni being carried by the bearers, the 
presiding deities of night and dawn having fine sculptures,’ ‘ the 
wood-engraver who makes image, etc.’ 5 The Taittiriya Samhita 
or the £ Veda of the Black Yajuh-School ’ gives evidence to the 
use of image in sacrifice in a passage, such as, “He puts down a 

J\ wrfWT i t ^°. *1 st. l 

Va j asaneyi-Samhita . 

The commentator Mahidhara explains f*trnp ^rfkfn ^ 

ifut fft fa f k ursrr I 

'* -ipn 1 Ibid., t I 

rrj: } sS 1 I Commentary. 

a ^o I Commentary, ^ 

, * « ./2B/29. : 

' Commentary* 

5 Ibid., 30, 12. ^ 1 

Mahldhara Bhasya. ’ 
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golden man, to support the world of the sacrifice. 551 4 * This is 
the temple of gods, etc. 5551 Similarly, the word Devala meaning 
* one who earns by dealing with images 5 has been mentioned as a 
Rsl in the Kaihaha Samhitd ? The Aiharmvecla Samhitd refers to 
the setting up of a sanctuary. 4 The Santa Veda has this passage 
for an image, which is plain enough— 4 We approach the foe-1 
destroying, ancient incarnate Agni, who shone forth most illustrb | 
ously in the form of Srutavana, the son of Arksha. 555 

The hymns of the Rig-Veda convey, in like manner, some 
important testimonies to the practice of image-worship in Ancient 
India. It is hard to see why those who believe that image- 
worship is a relic of antique barbarism would be surprised to find 
traces of such practice in the Rig-Veda which embody, in their 
opinions, the customs of 4 4 Semi-barbarian 55 primitive people! 
However, such are partially motived views and we would guard 
ourselves from attaching to them as little value as possible. 
Some European scholars now believe that images were known in 
Vedic times and support their statements by some references. 6 
But others declare an authoritative opposition to any such fact. 
They sympathise, however, with the chdrvdka philosophers and 
would not trouble to tread beyond the easy path of mere percep- 
tion. Few scholars can deny that the language of the Vedas is 
not always straight-forward and that the meaning has to be 


1 Keith’s Veda of the Black Yajur School , Vol. II, p. 411. Agni in 
p. 320, Ibid., we find a note by Prof. Dr. B. Keith worthy of considera- 
tion — 44 with e a golden man is put on that again , he rubs the figure with 
j and addresses it with 9-i, footnote 8. 

J * 4£ v?ft tyrrn f% 

f m ^rar ” \\ Irfirffar ^rferr i 

(Published by Tukaram, Bombay), p. 53. 

8 Macdonell and Keith’s 44 Vedic Index. 55 

4 The Alharva Veda II, ii. 2 ; iv. 40. 1 ; viii. 5, 1, 4. 

6 Sdma Veda , prap., i, 9, 5 ; 7, 9. 

6 The existence of images in Vedic times has been proved by Dr. 
Bollensen in the cases of a painted image of Rudra ( 55 etc.), 
of Varuna, with a golden coat of mail (farerroftf wfr w)> in the 
distinction drawn between the Maruts and their images ( mt 
of gods 4 having the form of men 5 ( *fhw). He writes, 44 From 
the common appellation of the gods as diva-naras .we may con- 

clude that the Indians did not merely in imagination assign human 
forms to their gods but also represented them in a sensible manner 

Besides the common expression mpws, tanu , rzcpa [body, 4 and 

form 5 ] there is in the oldest language one which, properly denotes 
an image of the gods, viz. 4 Sandri£/ vide and compare Muir Skt. 
Text, V, p. 453-54 ; are Z.D.MLG. X, vii, p, 546, xxii-587, Ludwig 
Nachrichten. 
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derived by means of inference rather than by a philological rule. 
Should this fact be kept in view, the passages that refer to 
inZes become at once clear and convincing to the most sceptical 
mind The passages we quote below should be discussed relatively 
“ that we may understand by their comparative and co-relative 
implications whether the Vedic Indians were familiar with the use 

of images. 

Such extracts are 

Varuna wearing golden mail, hath clad him m a shining 
robeT His spies are seated about.” ’* “ Of many forms mighty, 

of tawny colour, he is painted with limbs solid, bright and golden. 
Prom Rudra the great lord of this world may power never be 
taken away.’ ’ * “ May [the gods] waited upon by the hymn come 

to the seven works of the invoker, and delight the world with the 
holv water. May the numerous doors of human form, born in 
the y sacrifices, come to this sacrifice.” 8 “The two kings, that 
never do evil, sit in the highest place [that is] firm [and is] 

supported on a thousand pillars.”* 

[He bid a small price for a thing of value]. 

I was content, returning, still unpurchased 
He heightened not this insufficient offer 
Simple and clever, both milk out the udders.” 

; “ 0 caster of the stone I would not sell thee for a mighty 

Not^for a thousand, Thunderer ? nor ten thousand nor a 
hundred/ 5 

Lord of countless wealth 1 
Kaegi gives the following translation 

“ Who offers me ten cows for this Indra of mine ? When he 


! yfysgiyr fsrefae* ! Rigveda, I. 25. 13. 

•j gwr yfw I 

wystts ijjmyr 11 R.V. II. 33. 9. 

8 Rig-Veda, III, 4*5. The translation from S. P. Pandits’ Vedurtha- 
* ^^Rig.-Veda, II, 41- 5. The translation from S. P. Pandits’ 

“ Vedartha-yataa.” 

8 ijjruv wnyq asiNre wM 3^*1 1 

J IV, 24, 9. Cf. also IV. 24. 10. 

« «%sfsr w i 

5f srrwy yf^ft *f ■*WTWS[ 
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has overcome the enemy he will return him to me , 

recalling. Not even for a high price would I exchange time, thou 
that art armed with sling-stones; not for thousands, not/ for 
myriads (of cows), not for a hundred-fold price, thou with hundred- 
fold riches. 55 1 

XVIIT. 

Places of Pilgrimage . — In a country where nearly three hundred 
and sixty days of the year are spent in religious ceremonies, it 
should be nowise hyperbolic to remark that every locality in India 
has some holy place celebrated for pilgrimage. Tirtkas or sacred 
places are crowded with temples and temples are again crowded 
with images. A temple, in India, without an image, is inconceiv- 
able. Genetically considered, images were first set up in a place, 
where the cult connected with them was prevalent. Temples, 
great and small, were built in course of time. Then, gradually, 
the place grew into importance as a sacred place for pilgrimage. 
The very names of the places, if analysed and traced, unfold a 
mysterious history associated with iconic cults. Hundreds of 
places in Indian provinces are called after the name of Visnu or 
Narayana, such as, Visnupur,® Visnupada/ V isnu-prayaga, 1 * * 4 Visnu 
Kane], 5 6 Narayanapura/ NaraynaSrama. 7 Similarly, many places 
have been named after Gahra , a symbol of Visnu, viz., Cakra- 


1 “ .is hardly conceivable without an image or some symbol 
of the gods.” Kaegi : — RigWeda note 79a. Next he adheres to a line 
of fallacious argument so common among some of the modern oriental 
scholars. The following may be illustrative of the kind of illogical 
process employed by them : — Suppose there arises a problem — How 
old is image- worship in India ? One cites a passage from the Rig-Veda 
and asks his opponent to examine it. The opponent examines it and 
finds that it can not be interpreted without admitting the reference to 
an image contained therein. The opponent, then, tries to defend his 
position thus, “ Well, the passage cannot be very old though it forms 
a part of the eighth Mandala of the Rig-Veda because image-worship 
was certainly unknown in the Vedic times P Would not the logicians 
with a smile call it an argument in a circle or Petitio Principii, every 
way Invalid? /y: ; 

Of, #5fWRTT #vt sw* to: tftWPS I The Yajur-yeda, II. 18,' 

% In Bankura District, Bengal. 

8 In the Upper Punjab. 

4 At the confluence of the Alakananda and the Dauli (Dudh- 

Ganga). ■/.>;' ./ : ■ . }.;/■ ; J 

6 Conjeevaram, in the Madras Presidency. 

6 zp spcffti m yjfTcui m7i i Padma Purina ; see Imp, Gazet- 
teer, Index Vol. ■ : 

7 5HTXTTOTW? I Brahma Purina. 
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tirtha Cakradharpur ; 1 after Padma, another symbol of Visnu, for 
instance, Padmapur/ 1 Padma vati, etc: . ' , a. 

Innumerable place-names are connected by orign with Siva 
names, such as, Rudra prayag, Siva-kanci Isana-tirtha, Vaidya- 
nath (Deoghar, Deo=Deva=&va commonly), 5 Kedarnatn, 8 Som- 
nath, 1 Ramegvara. 8 Places named after Brahma are also com- 
mon in India. For instance, Brahmavarta. 

Similarly, there are places named after Surva and Cliandra, 
such as, Bhaskara-ksetra (or Arka-ksetra), 1 " Soma-tirtbn,. Place- 
names also originated from the names of Skanda (or Karttikeya), 
Gane&a, Kama, Indra (or Sakra) , Agni (or Hutasana), and so on. 
Such names are respectively— Skanda §rama Vamayaka-tirtha, 
Kamarupa (modern Gauhati, Assam), Sakra- tirtha (also, Indra- 
prastha, near Delhi), Hutagana tirtha. 1 In like manner the 
names of Devis or goddesses were used to denominate several holy 
places in India. Thus, we may refer to Kahkivsrama, jiraja- 
ksetra, 15 Sri-tirtha, 18 Gauri-tirtha,” Srinagar, Bhavampur,’ 9 ana 

i On the B. N. Ry. * Near Chanda in Nagpur District. 

3 Moreover, there are places known after the names of the incai- 
nations. As for example, Matsya-desa (Jaipur), Kurma-sthana 
(Kumaon) Varaha or Sukarna-Ksetra (Soron, 27 miles ivE. of Etah, 
O.P.) Narasinapur (many modern places), Samana-tlrtha^ (Sicidha- 
srama in District Buxar).' Places named after Rama and Krisna are 
extremely numerous in India, such as, P.ampur. Ramgarh , ] Jamnagar, 
etc., also Klshengarh, Vasudevapur, Kflsnanagar, etc. 

4 U'fV 1 Brahma Purana. Also Bhuba- 

neswar in Orissa is called ‘ Hara-Ksetra.’ 

6 In Santal Parganas, Bihar. 

« In the Himalayas, a famous place for pilgrimage. 

1 In Guzerat. 

a In South Madras. 

9 arqp ar i f frscrevr 'pjflvi 't I Padma Purana. 

The country between Saraswati and Drisadvati (Manu 

10 The modern KanSraka, 19 miles from Puri in Orissa- 

11 Mpifba uts? ott i Brahma P. 

On the south of Guzerat. 

l* ^R s aiP 5 PW*rf ! Brahma P. Of. Karttiyekapur 

(District Almora). 

i» 'fhrntsi i Ibid. 

14 usiiyTV ^ I Brahma Purana. 

is Modem Yajpur in Orissa. 16 Puri- 
'S n ffa* I Padma P. 18 In Kashmir. 

19 The southern part of Calcutta. There is another Bhavaalpur 
in Bogra District, where ancient images may be found in abundance. 
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the fifty-one Pitlms or places, where the relies of the body of Satl, 
the first wife of $iva, had been preserved to make the Tirthas 
for pilgrims. Besides, the tirthas named after the Brahinanie 
deities, there are places, connected with the lives of the various 
incarnations, which grew into importance, attaining a religious 
celebrity. Such places are— Benares, the greatest place for the' 
worship of Siva, Mathura for Visum as Vasudeva, Ayodhya for 
Visnu as Banaa, Kalinga (Konarak) for Surjya, Puskara 1 for 
Brahma, Vindhyachala for Durga % and so forth. We give here 
no detailed discussion relating to the identification of the places, 
which is, in some cases, a matter of divergent opinions among 
scholars. 8 

The idea of a Tirtha is not of a late period, of the so-called 
“ Pauranic ” period, although, of course, in that period, it received 
a striking development at the hands of the divine . personalities, 
who actually made many sacred places, and at the hands of the 
pious kings and princes, who enriched the Tirthas with best sculp- 
tures and magnificent buildings. The true origin of the Tirtha is 
to be traced to the Vedic period, as the Vedic books make clear 
reference to Tirthas or sacred places. For instance, we find, refer- 
ence has been made to Tirthas in the Big-veda, Atbarva-veda, 
Taittariya Brahman a, Taittiriya-Samhita, ^ Panca-Vixniga-Brah- 
mana, Sad-Vim^a-Brahmana, Samkhayana-$rauta~s8tr& and so 
on, — books of undoubted antiquity. 4 

1 Near A j mere. It is also >illed^ l * * 4 Brahro a- Tirtha. J ’ 

% Durga is said to have ikillep) Sumbha and Nisumbha at Vin- 
dhyachala. It is in Mirzapur District on the E. I, Ry. Jajpur or 
Parvatiksetra is no less important as a centre of the Sakti cult, 

8 For the geography and identification of ancient place-names, 
see. The Geographical Dictionary by Nundo Lai Dev ; English-Sanskrit 
Dictionary by A. Barooah ; Mlrkandeya Parana, edited by Mr. Pargiier. 
The subject is yet wanting in full treatment. 

4 ftff R.V. I, 46, 8, VIII, 61, 7; ijftq&kftt A.V. 

XVIII, 4, 7 ; < W ft? Hrofir T. Br. II, 1, 8, 3 ; ftif ^Tftr Ts. VI. 
1, 1, 2; Pancav. Br. 9, 4 : Sadvim Bra. 3, 1 ; SSmkhy. 

6r. 5, 14, 2. 




CHAPTER I. 

The brahmanic images 


The deities worshipped by the orthodox community 
Sources of the repre- of Hinduism have derived their growth 
sentations of orthodox from the development of the Pauratiic 
deities- and the Tantrik literatures, and their 

becoming as distinct entities from the Vedic literature 
which embodies the origin of both the Pauranie and Tan- 
trik elements of thought. Nothing can be said with 
much definiteness, but it can hardly be denied that the 
Gupta period of Indian History marks a developed stage 
of orthodox Puranas and Tantras and the same epoch also 
furnishes us with examples of an equal development in art, 
Pauranic and Tantrik in character. The works of the 
artists who sculptured for the Brahmanical temples bear 
the veritable stamp of the iconographical conceptions 
largely to be found in the Puranas and Tantras. The 
examples of ancient sculpture so far discovered, relating to| 
orthodox Hinduism, range in date from the Mauryan times 1 
to the end of the Pala reigns. 1 The divinities to whonG 
importance and sanctity have been attached in the Puranas 
and Tantras were represented in sculpture, and they vary in 
types and artistic details.* The Hindu Trimurti or Trinity 


1 The Yaksha statues of Kubera, Manibhadra, etc., yet discovered 
are proved to be of the Mauryan period. The goddess Sr! or Gaja 
, ' Lakshml represented on the Safichl Torapas belongs to the pre-Kusnan 
period. The image of the sun-god belonging to the Kushan period 
has been preserved in the Mathura Museum. \ An earlier representa- 
tion of Surya may be seen on the Asoka railing of Bodh Gaya. 

^ \ The BrSmanio gods and goddesses have been regarded 

*\ ing a Pantheon or a family of gods known in Sanskrit as fJcva- Pari- 
vara. The relation, which the individual gods bear to each other, may 
be determined from their membership to that family. Amongst the 
gods, Visnu, $iva and Brahma occupy the most prominent positions. 
The Ashta-dikpalas as such are only subordinate deities more or less 
attaohed to the three main gods. The main deities, again, have their 
separate families which consist of a number of gods and goddesses. 

. |Fhus Visnu’s wives were Laksml and Sarasvatl apd Pradumnya or 
■Kama was Ids son. 6iva and Parvati have Karttikeya and Ganesa 
• / 'as their sons'; ' Brahma’s wives were Saviiri and Gayatri. 
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lias several iconographical representations. The Trinity- 
dispersed, i.e. Brahma, Visnu, Siva, have different types for 
each in sculpture. The nine planets always found in a 
group have not been separately represented in large figures 
except the Moon and the Sun which have several bold images 
with some differences in type and style. Some of the 
DasSa-Dik-palas or Guardians of the ten quarters, such as 
Kubera, Varuna, Agni and Indra, have been notably repre- 
sented in sculpture. Gaiiesa, Mahasena or Kartikeya 
belonging to diva’s family and Kamadeva, the God of love, 
have their characteristic representations. Among the Devls, 
whose conceptions and worship form the main theme of the 
Tantras, the principal ones, of whom images have been 
common, are the Matrikas, Kali, Tara, Chamunda, Siva- 
dutl, Varahi, Chandl, Gaurl, Mahisa-Mardinl, Sarva-Manga- 
la, Manasa, Katyayani. Besides these strictly Tantrik 
goddesses the female deities of whom we have iconogra- 
phical representations of importance are Sri, Gartga, 
Yamuna and Sarasvat! or Vaglsvarl. Prominence and 
distinction have been attached to the worship as well as 
the representations of these divinities by the various 
Sampradayas or sects tolerant to each other but devoted 
more particularly to their individual lines of religious 
thought and performances. Thus the Vaisnavas, Saivites, 
Sauras, Ganapatyas, and $aktas had their favourite deities 
variably sculptured for worship and adoration. 

We have literary evidence to show that it was the 
religious injunction of the Hindus that 
by D dffieMnt b commfe 6 8 d particular deities were to be worshipped 
by particular sections of the whole 
community. 1 Thus Visnu was the god of the kings, and 
so was Indra ; * Agni, Surya, Brahma and Siva were the 
gods to be particularly worshipped by the BrShmanas. 


god has, likewise, a distinct family to which belong Revanta, Arana 
and others. The planets have as their presiding deities, $iva, Visnu, 
Brahma and others. Each god or goddess had different forms assumed 
by them on different occasions. And all this led to a great variety of 
representations in sculptural art. 

1 W f w UT Wt ulk i 
tfinj ^r#r®w<ir ffsnrr ii Kurma Parana. 

Ibidem. 
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The ioonographioal bases 
of deities. 


Again, Visnu was the gocl among the Devas and Eudra 
among the Brahmanas. The moon or Soma was the 
deity of the Yakshas as well as the Gandliarvas. The 
object of worship among the Vidyadhams was SarasvatJ, 
and among the Sadhyas was the god Hari. Parvati was : 
the goddess to be worshipped by the Ivinnaras. BrahmSj 
was to be worshipped by the lisis and so was Makldeva. 
The sun, Visnu and Uma were to be adored by the Manus. 
Brahma was the god of the Brahmacharins. ' Ambika was 
the deity among the Vaikhanasas or those who observe 
V anaprasthasrama, and so was $iva among the Yatis or 
Sannyasins. Gauesa was to be adored as god by the Kus- 
mandas or a community of Barns. Brahma was the god 
of all and all the gods were deities of the householders.* 

All these facts are important as determining the icono- 
graphical types of representations of 
particular gods. Thus it is natural to 
expect that the gocl of the kings ought 
to partake of the nature of the king in features and dress. 
All the images of Visnu, of whatever variety they may be, 
strikingly satisfy this condition. We shall work out these 
points in detail while dealing with particular deities in 
reference to their ancient dated images. Historically, the 
fact is worthy of note that as the development of various 
cults was dependent upon the royal patronage, a great 
many images themselves were made to be installed by * 
kings or their chief officers. These images evidently shadow'! 
the mental tendencies of the kings. In most cases, we 1 * * * 5 
find, the Visnu images were invariably set up under thw - ; 
direct royal commands. The Gupta emperors, the Pala 
kings were all worshippers of Visnu. The rulers of Mat- 
hura were also devoted to the faith of Visnu. The reign- 
ing princes of Orissa, too, paid their reverence to the God 
Visnu. Hence the significant fact that Mathura, Magadha, 
Gaud a and Orissa were the centres for the sculpture of 


1 m 5srai®T t i Mid. 

Of . — The majority of high caste Hindus in N. India worship all 

the gods of the Hindu pantheon, each man, according to 

his fancy, paying special respect to Siva or to one of his 

consorts, or to Visnu in one or other of his many incarna- 
tions.” Imp. Gaz., Vol. I, p. 430. A curious coincidence, 
indeed ! 
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Visnu is after all explainable. Similarly, the fact that 
Kail or Benares and the Deccan became the centres of 
Siva ancl Rudra cultus and their images, can also be 
explained in view of the above-mentioned evidences. We 
shall now observe the general characteristics of the gods 
and goddesses of these different sects and those of their 
sculptural representations, noting the relation which some 
deities bear to others and the differences of forms present 
in the representation of a particular god and his family. 

Trimurti or Trinity. — We may refer to important 
examples of Trinity, 1 * (I) the Trimurti image in the Pesha- 
war Museum and (II) the four headed lingarn in the Indian 
Museum. The former has three heads representing Brah- 
ma, Visnu and $iva with their typical emblems and is an 
ancient work belonging to the 3rd century A.D. The 
latter has four faces representing Visnu , Brahma, Surya 
and Siva. It has been suggested by a scholar 4, that this 
blending of the four principal gods of the Hindu pantheon 
is a sort of compromise of the sectarian beliefs of the 
people. Another suggestion informs us that “this concep- 
tion of the Hindu triad does not seem to have come into 
|vogue until the advent of the Pauranie period, for in the 
time of Yaska, the deities who were generally grouped 
together as the triad are not Brahma, Visnu and Siva, but 
Agni, Vayu or Indra and SQrya.” 3 Both these suggestions 
cannot be accepted without some necessary modifications. 
|The idea of Trinity, in our opinion, is as ancient as the 
time of the Vedas. The Vedic triad Agni, Vayu or Indra 
and Stkrya, in fact, takes the place of Brahma, Siva and 
Visa (as Surya), the last being met with in the Trinity sculp- 
ture of the Indian Museum. It is possible to establish the 
following equation on the evidence of the similar forms : — 

Agni — Brahma. 4 

Vayu — Siva (Rudra). 

Surya — Visnu. 


1 The Arohffiologieal Annual, 1913-14, plate LXXII, a, b, c, d, e. 
Read also the article by Mr. Natesh Ayar contributed to the same. 
Of “ Trimurtis in Bundelkhanda ” — Ind. Ant., May, 1918. 

* Pandit Benode Bihari Vidyavinode of the Indian Museum. 

8 Mr. Natesh Ayar, Ibid. 

4 Agni and Brahma are described as being of red colour and hold- 
ing a Kamandalu. See Matsy P. Chaps. 232-235. 
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The allegorical meaning of the Trimurti has been in 
many cases only touched but not clearly worked out . 1 
The three gods, Brahma, Visnu and $iva, who form the 
triad, represent in fact one Murli taking three forms in the 
act of creating, preserving and destroying . 4 Similarly, 
these forms also refer to three fundamental stages of life, 
childhood, youth and old age. The idea of the Tr im urti 
sculpture must have been drawn from the three main periods 
of the Aryan life— ‘namely, those of the BrahmachSrli - 
v Grhastha and Sannyasi or Yati. This seems to be thel 
psychological basis of the idea of the TrimOrti representa- 
tion. Brahma’s features are exactly those of a Brahma- 
chari. He holds a Kamandalu, puts on Ka§aya cloth, 
carries the Vedas, all of which are requisites of a young 
Brahmachari. The appearance of the Visnu image is the 
ideal representation of a householder, enjoying, working 
and flourishing in the world. His dress, ornaments, 
attendants all speak of his life of the world. Thus he has 
been the ideal god to be worshipped by the kings. The 
image of Siva, in like manner, represents the life of an 
Indian Sannyasi. He wears like the Hindu ascetic, tiger’s 
skin, bears a trident, has Jata or clotted hair — the true 
sign of old age and indifference. Like a Yogi he is half 
naked and devoted to spiritual contemplation. Metaphy- 
sically, the triad represents the three great principles of the 
universe, namely, Baias, Satt va, an d Tamas — activity , intel- 
ligence and inertia. Further, the three main divisions of 
the day, namely, morning, noon and evening have been 
symbolised by Brahma, Visnu and $iva . 3 Mythologically, 
Brahma created the world, “the golden egg.” Visnu pre- 
served the creation throughout by maintaining the life 


Vayu is young in appearance, so is Rudra to be represented as of 
16 years of age. A deer is a symbol of both. Ibid. 

1 Mr. Havel! in his £C Ideals of Indian Art,” p. 68, interprets the 
allegory as “ the apparent movement of the sun round the earth of 
which the Cosmic cross was the symbol In the ancient Aryan world. . 
The four points of the cross indicated the position of the Sun at mid- 
night, sunrise, noon and at sunset respectively/ 9 It is all confusing in 
the extreme 1 - - , / 

Quoted by Gahgesa in his Sabdatattvachinidnmni. 

8 This seems to be the physical explanation of the Triiti^0L ■ 
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principle and by removing the destructive elements in his 
various incarnations. Pralaya or dissolution of the world 
was brought about by Siva or Rudra who danced wildly 
in his Nataraja Murti. 

Ananta-Sayi Naraya^ia. — It is a composite im- 
age. In it, Visnu is sleeping on the coils of the snake 

Ananta or Sesa whose seven hooded heads form a canopy 
over him. According to Murti-Lahsana 1 he should be at- 
tended by Laksml at whose lap should be one of his legs. 
One of his hands must rest on his left thigh, another should 
support his head. On the lotus springing from his navel 
will be seated Pitamaha. Attached to the lotus stalk should 
be two demons, Madhu and Kaitabha. The discus, club, 
conch, etc., should be placed beside him. We have some 
best examples of the sculpture representing this figure dis- 
covered at different places. 2 With differences in details, 
they all agree with the description above quoted. 

This figure like others admits of three explanations. 

1 See Hemadri, Vratakhanda, p. 122 (Bibliotheca Indica), called. 
* e Jalai^ayl-Narayana ” 

qrasrr w- ii 

W wtw li 

iw f^Ttt^srr wuro i 
fqUTHW I 

^ g strasii vsrei 

Padma P. quoted in Sntattwanidhi, p. 46. 
Also of. w^W5fr^iT- etc.—Merutantra. 

% The panel from the south fagade of a temple at Beogarh, Jhansi, 
district* shows the Ananta-Sayi Visnu. Of. the picture in V. A. Smith's 
“ A history of fine art in India and Ceylon;” f A statue of the same 
figure of colossal size, being 12 feet long, has been described in Cun- 
ningham’s Arch. Sur. Reports, Yol. X, p. 62. Another example of 
the same figure was referred to by Cunningham, ibid., p. 107. See also 
ibid,, Vol. XXI, p. 41, for a colossal figure of Visnu on Ananta. There 
is a terra cotta representation of the same image discovered by Cun- 
ningham in Rhitargaom in Cawnpore district. According to him it 
belongs to the 7th century A.D. Ibid., XXI,, 40 — 46. Some images of 
this figure can be seen in the courtyard of the Visnu Pada temple at 
Gaya. fP^lso Pig. A. 12, Nagpur Museum. 
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One refers to the Adhyatmika or metaphysical, another to 
Adhibhautika or physical, and the other' to Adhidaivika or 
mythological worlds. According to the first, the Ananta 
Sayya group represents the creation, Ananta , or $esa being 
Primary Nature , 1 * Visnu being intelligence and BrahmS 
standing for Purusa or Jiva. In the language of the 
Samkhya philosophy Ananta is Prakrti, Visnu is Mahattatva 
and Brahma is Ahamkara. At first, there was eternal 
Space full of darkness (Tamomayi) from which sprang up 
intelligence or light (Chinmaya) whence was born the world 
including man. Physically the creation may be explained 
as the gradual evolution, from Proto-atomic Matter, of the 
sun, which has in its turn created the Solar system. Now 
this Proto-atomic Matter is represented by Ananta, the Sun 
by Visnu and the world by the Padma including Brahma. 

Mythologically, Narayana’ residing in water is said to 
have slept on the serpent Ananta in the Primordial time. 
Prom his navel came forth a large lotus — the earth with 
its seven islands, forests and seas. In the midst of its 
petals was bom Brahma . 3 The meaning and purpose of 
his emblems are clearly given in the Varaha Purana. The 
conch was meant for the destruction of Avidya or illusive 
knowledge, the sword was for the killing of ignorance. The 
discus was the symbol of the circle of Time. The club 
was for the destruction of an impious king. It is also 
stated in the Puranas that just after creation, Brahma 

1 and WRRTO are all synonyms. See Amarakosa, 

Sargavarga. Visnwpada means the place of Visnu, i.e. the sky, which 
is called the hair of Siva in the compound, VyomakeSa. The sky or 
is one of the eight forms of Siva, who is Astamurti. 

“ The remarkable Hindu conception of Visnu reclining on Sesa, 
the one-thousand headed snake representing eternity, finds a striking 
parallel in the Mithraic image of Kronos, infinite time, a winged figure 
encircled by the coils of a great snake.” 

The Crown of Hinduism, pp. 303—312. 

1 The word Narayana has been explained as ; — 

“ *TrT®jT?rrfsr Traifir finjxvu i 

%*r srncrw ’ffr- I” Mahabh. 

"sbuit *rTVT ’a’rar wfr ^ i 

Manu. 

3 The Varaha Purana, i also Vamana, p. 42. 

Adhyaya cf. Matsya, p. 2nd Adhygya. 
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was threatened by an attack of two demons, Madhu and 
Kaitaba, but was rescued by Visnu who destroyed them 
and thus received the name of Madhu-Sudana. Visnu* s 
function was to preserve order and stability by removing 
the cause of disturbance. Visnu in his incarnations on 
earth saved the world from time to time by killing various 
demons, and the demon Madhu seems to be the first one 
destroyed by him in his primeval form. The fact that all 
the creation proceeded from Visnu, in meditation, lying 
on the sea is also indicated in the Mahabharata. 1 

Visnu in general. — We have records and images 
of two types of Visnu without any qualification. One type 
represents him as having four faces- ; -one of mild and 
beautiful form, another of Kapila with clotted hair and 
moustaches,' 2 the third one of a boar, and the fourth of a 
man-lion. He has the usual emblems of Visnu in his 
hands. I discovered a figure of Visnu of this description 
at Benares and published its account with two illustra- 
tions. 3 The figure stands unique of its type among the 
entire range of Visnu images discovered in India. The 
description exactly corresponds to that of Visnu given 
in the Visriu Dharmottara quoted by Hemadri in his 
Chaturvarga-Ohintdmani .* The second type of Visnu is a 
ofie-headed smiling figure with either two or four arms. 
In the case of four arms according to Varahamihira, the 

right ones should hold a club and the posture of feanti 
and the left ones a conch and a discus. The two armed 

figure should have a conch and the posture of 8 anti. \ In 

1 wTwhw 1 wwfg f^rm- 

W wv wiVTq firasr: wit wait I M.Bh. 13, 312. 

* arsiaj: <5fv*rr srewswrafw- i . . 

wfsH'tsrct VUSTW ! | Hemadri. 

8 See Modem Review, 1919, June. Just on my discovery, I -pub- 
lished the description without any correct identification. Now I am 
sure of the identification of this figure with the figure of Visnu. 

■* fiNt' . . w*rr ft*# i 

'tparfSr wr® vnarft 

srPtw vfsrw w w vrcFNFWfnj i 


Hemadri. 
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either case, there should be the svmIPB tjj SjtiL &rivatsa on 
the chest and the Mitre called Kirila on ffreligpd . 1 The 
Srivatsa symbol, the discus and the conch fo: 
sure cognizances of Visnu. 

In the figures of Visnu, as described above. tS 
and the attendant figures are absent. The addition 
many attendant figures seems to me of a later date, 
simple two-handed Visnu image has been called LoJeap 
Visnu in the Visnu- Dharmottara, .* 

Visnu . as Vasudeva — Narayana is the eternal and 
primeval form of Visnu whose one form, the human form, 
is known as Vasudeva . 6 Although in form he is human but 
in essence he is divine and this nature has been to some 
extent expressed in sculpture in his having four arms and 
being attended by the gods Isa, Brahma and others. The 
characteristics of Vasudeva are briefly these : he has 
four arms ; on the right side the upper arm holds a disc, 
the lower one a lotus ; on the left side, the upper hand 
bears a conch, the lower one a club . 6 He is attended by 


ifjp? wm I! Brhat Samhita Adhyaya 58 

(Vizianagram Series.) 

a Pandit Venode Bihari Vidyavinode considers the addition of 
Padma to the attributes of Visnu as of comparatively late period^ See 
his ’Tfiw p. 30, Cunningham’s Numismatic Chronicle, 1893, 

p. 126. Vol. X contains a figure of Visnu without Padma and attendants. 

8 The case of Garuda, the Divine Bird, is exceptional. He like a 
lotus forms the seat of Visnu. See Agni. P., Chap. 306. 

* fsprrarss vw: i quoted in Hemadri, pp. 110-111. 

6 spg srrovCr srur 

6 g ?s< ^ i 

*rr% sqp screws ii Agni P. AdhySya 44. 

There is no hard-and-fast rule for these positions of emblems. 
The representation of these positions is practically optional. 

Kif'tjSRgvPtSTfT it Matsya P., Adhy. 232-235. 


M. Bh. 1 . 2785. 
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his two wives, Sometimes called Rukmini and Satyabhartia 1 
sometimes called $rl and Pusti * and at other times called 
Sri, SgBfSjyatf or Indira and VasumatT . 4 He wears a high 
mitre called Kiri t a and a long garland called Vanamalg 
reacsMng down to his knees. He has other attendants, 
SSteli as Isa and Brahma by his sides, the earth goddess 

■ ithivl below his feet and Garuda and other worshippers. 

e personified Gada devi and Gakra deva are also his 
followers. These attendants are more or less present in all 
the sculptural representations of Vasudeva. ' They, how- 
ever, vary with variant descriptions of the Puranas and 
other books . 6 Vasudeva images may be seen in almost all 
the museums of Northern India, viz. at Mathura, Nagpur, 
Calcutta, Rajshahi and Rangpur. At the last named three 
places, they are many in number and at the last two, they 
form the principal and major portion of the collection. 
The finest specimens of Vasudeva image with most details 
are these three: I. A Benares image of Visnu ; 8 II. A 
Gorakhpur imagA; 1 III. An image at Nagpore . 8 A seated 
image of Vasudeva may be seen at Garhwa. This type is 
undoubtedly rare. 

Metaphysically, Vasudeva represents the unqualified, 
intelligent being . 9 The word Vasudeva has been meta- 
physically interpreted as an all pervading being in the 


9 ftgit irfif nf i viftwrofiiir i Agni P. Adhya 44. 

8 Kalika Purana, Adhyaya 82. 

1 ^arada tilaka. 

6 ^ sfii’sb' vraA fosj | Agni P. Adhy. 49. 

g ww i 

iTWTTjrjrerw n *T t <;v<a*n n 

quoted in Hemadri, Vratakh, Adhy. I 

6 Discovered by me — at &amkhadh5ra at Benares, see my 
“ Benares Iconographical Notes,” in U.P. Historical Soc. Journal. 

7 Arch : Annual, 19. 

8 Fig. A. 7, “ Descriptive list of exhibits in the Arch : Section 
Nagpur Museum, pp. 3-4. 

9 wnvm ifwsfcuiNT ftrarrawr i 

ir^-olwrsrr it gufllT ’gfsrsw || Kurina P. Adhyaya 48. 
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Visnu Pur ana} The emblems held by the figure of 
Vasudeva are symbolic of his transcendental nature. The 
discus represents the eternal circle of time, the circular 
paths of the planets, the cycle of existence, anything 
that has a circular existence. The conch is the symbol 
of sound which is the attribute of Jkfisa, the 

abode of Visnu.® The lotus is the type of his created 
power. The club is symbolic of the power to destroy the 
enemies of the world. In sculpture, he is represented as 
the Supreme God to whom all other deities including 
Brahma and Isa are only subordinates. His image is 
attractively beautiful, majestic and placid. In mythology, 
he is found to be the son of Vcfsudeva or in other words 
Krisna of the Mahabharata . 8 He used to bear the 
weapons conch, disc, club and lotus usual to Visnu. He 
has been regarded as the perfect Avatar or incarnation of 
Visnu. Krisna’ s two wives, Rukmin! and Satyabhama, are 
typical of Laksml and Saraswati. Historically, the repre- 
sentation of Vasudeva figure has been derived from the 
description of Krisna and his family. The antiquity of 
the word Vasudeva has been attested by many evidences . I * * 4 * 

Other types of the Visriu image.— -Principally 
four kinds of Visnu image are known — Vasudeva, Samkar- 
sana, Pradumnya and Aniruddha. Of these Vasudeva 
image is the earliest . 6 Besides this, the other three images 
have very little in common with the figure of Vasudeva 
and they may be evidently regarded as separate figures. 
Samkarsana will be of white colour and will hold a staff 
and a plough . 6 Samkarsana is a synonym of Baladeva'' 

I ,, , .. . - . . fl> . ... . . , 

1 wsfFfi WHpsrm <r } 

rTW* ^ srp&ttftr II —Visnu P. Amsa I, Adhy. .2, 

Of. also 

. . .v. . . I Maliabh. 5, 2562* * 

% I Padma P. Uttarakhanda Adhyaya 60* 

s ofTWis^ wrwsr: i 

4 Basting's Ency. of religion and Ethics, VoL 7, see “ Incarnation/ 

Also read Journ, Ameri. Ori. Soc. 7, 4, 



q n p hn* 3RWT* « Agni. P. Adhyaya 48. 

6 Hemadri, Vratakhanda. Cf. the .Laksana of Baladeva. 

7 Amarakosa op. cit. and Vr. Sam. Adhyay 58. 


12 


INDIAN IMAGES 


or Balarama and in description they are identical in form. 
He is regarded as the eighth incarnation of Visnu. Prady- 
umna is described as holding a bow and an anosuadtis 
hands . 1 In name and description he seems to be the same 
as Kama or Cupid. Anir udha is described as having a 
sword and a shield in his hands.® His form is that of a 
typical prince. According to the Puranas all these three 
belonged to the family of Vasudeva or Krisna, Balarama 
being his step-brother, Pradumnya his son, and Aniruddha 
his grandson. Metaphysically, Balarama represents the 

destructive power or Kola and means Sesa, the serpent. 
In sculpture, he is flanked by a serpent having an out- 
spread hood over his head . 3 Pradyumna or Kama (mean- 
ing ‘desire’) represents the Saliva Guna or illumination 
and embodies the preservative energy to protect the world. 
Aniruddha’s form is called Brahmi and is full of Bajo Guna 
or activity . 4 

Among other images of Visnu, the Trailokya Mohana 
figure is distinguished by its having eight hands and at 
the same time, its being attended by Laksml and Saras- 
wat !, 6 the Harisamkara figure is distinguished by its having 
four faces and twenty hands, another characteristic is that 
it is represented as lying on water like the Ananta-^ayi 
image. The image of .Laksml Narayana Visnu is note- 
worthy. The figure of Laksmi is on the left of Nargyana. 
Her right hand is laid round the neck of her husband and 

1 Agni. P. Adkyay 49, Hemadri. 

I Brhat Sam . 58 Adhyaya, 40 Sioka. 

a Hemadri, also Agni P. Adhy. 49. 

8 Vogel, Catalogue of the Archaeological Museum at Mathura, 
Pig. D. 30, p. 102. 

vvfTfsrm affair 'w uPtiut 

5URT iml *rr i 

’gfifgWT I 

VMft .... ,, Kurma P. Adhyay 48. 

5 Agni P. Chap. 49. A twelve-armed figure of Visnu was des- 
cribed by Cunningham in his Arch. Sur. Reports. Vol. XXI, p. 8. 
This is a near approach to the description of Trailokya Mohona. Cf . 
Fig. Gd. 1, Indian Museum, Anderson’s Catalogue, Part II, p. 253. 
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the left one will hold a lotus. The left hand of Narayana 
will embrace the waist of Laksmi. The bird Garuda, the 
personified Samlcha and Calcra, Brahma, Siva and a Chawri- 
bearing woman form his attendants. 1 This figure represents 
the ideal conjugal love; Laksmi is Beauty and Visnu is 
Intelligence. The image shows the union of both. Images 
of Laksmi Narayana (simply called “ Visnu”) may be found 
in many museums of North India. 4 

# The incarnations of Visnu.— Usually the incar- 
nations of Visnu are as follows : — 

(1) Matsya (fish); (2) Kurma (tortoise), (3) Varaha 
(boar), (4) Nrisinha (man-lion), (5) Vamana (dwarf), (6) 
Parasurama, (7) Rama, (8) Balarama, (9) Buddha, (10) 
Kalkin. According to the Bhagavata Parana, the number 
of incarnation is 22 V The eighth incarnation has two 
variants — Balarama and Krishna. The Visnu-Dharmottara 
gives the description of Hamsa, Matsya, Karma, Varaha, 
Narasingha, Vamana, Trivikrama, Parasurama, Krisna 
Balabhadra, Buddha and Kalki presumably as incarna- 
tions. Hamsa is an addition and Krishna is an alterna- 
tive of Balarama 8 . The Agni P. describes particularly 
Narsimha and Varaha. Detailed descriptions of Mahava- 
raha, Narasinha, Trivikrama, Matsya and Kurma may be 
found in the Matsya Purana. 4 The first four incarnations 
are therianthropic in form. The first one is like that of a 
!§rihgi fish. 6 He is sometimes described as having the 
upper portion like that of Visnu with the usual attributes 
and the lower one like- that of a fish. 6 In sculpture he is 
represented as a fish with some men behind it. 1 The figure 

1 srrafi: i 

fif^VTJiffeirr: w || Hemadri-Vrata. 

4 Pigs. No. A. 4, A. 8, A. 10, of the Nagpur Museum. Also Pigs. 
No. 4012, 4149 of the Indian Museum : See supplementary Catalogue 
of the same by T. Bloch, Ph. D., p 82. 

8 Hemadri (Bibliotheca Indiea), Vol. II, Part 1, pp. 115-120. 

* The Matsya P. Chaps. 231-235. 

6 wrferr l Hemadri. 

6 *iwff snyafw; etc., Meru Tantra, 26th Praksasa, 

7 See the photographs of the figures of the incarnations at Garhwa, 
Jouro. of the U.P. Hist. Society, Vol. I, Part I, PI. IV. 
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of Kflrma incarnation is like a tortoise, and in sculpture it 
is followed by some human figures churning a rod, prob- 
ably representing the Mandara mountain, on its back . 1 
The Varaha image is described as having the whole body 
like that of Visnu, only the head being that of a boar. 
The earth represented as a maiden sits on his left elbow. 
His right hand is placed on his buttock. One of his legs is 
placed Upon the head of a Naga king and another on a 
tortoise.* This description fully agrees with those of the 
boar image at Garhwa and in the Indian Museum . 3 There 
is a record of another type of Varaha image in which he 
is represented as killing the demon Hiranyaksa with his 
disc.* The late Babu Puma Chandra Mukerjee described 
a Varaha figure of this description found at Aksad in East 
Bihar . 6 A distinction is to be made between a Varaha 
image and a Nr V araha image. The former is a simple figure 
of a boar with a tusk raising a patch of earth, the latter is of 
the above-mentioned description. The examples of the 
former may be met with in Central India generally . 6 The 
Narasinha image is described as being in human shape, with 
four or eight hands and the face of a lion. He should be 
represented as disembowelling the demon Hirauyaka^ipu 


I have a photograph of the fish incarnation of which I discovered 
the image at Benares. 

1 Ibid. 

frar i Matsya P. 

Cf. w# i 

^ ire? SRVP 3GT*fr ll Hemadri. 

8 Bloch’s supplementary Catalogue, figs. 3898, 899, pp. 83-84 ; cf. 
Plate XXXVIII and XXXIX, Hindu, Iconography, Vol. I, Part I. 

— Visnudharmottara quoted by Hemadri. 

6 PravasI, 2nd year, 6th issue 

6 The colossal figure of boar at Eran. A garland composed of human 
figures sculptured on a band round its neck. Vide Cunningham’s 
Arch. Surv. R., Vol. VII, p. 89. Another figure is described in p. 89, 
ibid., Vol. 9, p. 6. 
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with his nails . 1 The images of Narasinha so far discovered 
fulfil these conditions.’' The fifth incarnation refers to two 
images of Vamana (Dwarf) and Trivikrama (literally, one 
having three strides). The former is described as a corpu- 
lent man with a staff in his hand . 8 The latter should be 
represented as holding a noose with staff, conch, disc and 
a mace . 1 A sculpture representing these two figures is 
preserved in the Indian Museum. To the left part of the 
slab is the scene of Bali giving to the Dwarf land measur- 
ing three steps. The main figure is that of Trivikrama 
with one foot reaching up to the Brahma-Loka and another 
placed on the earth . 6 Apart from the separate figures of 
Varaha and Narasinha there are. some images of Visnu 
with three heads, the side ones being those of a boar and 
lion . 6 Of the remaining incarnations, the tenth or the last 
one deserves a special mention. Kalki’s image should be 
represented as riding a horse with an uplifted sword in his 
hand . 1 His figure must be distinguished from that of 
Revanta, son of the Sun, whose figure resembles the former 
in appearance except that it is followed by dogs, musicians 
and other attendants . 8 I have discovered one image of 
Kalki without any dog at Benares. 

The philosophical idea of incarnation is contained in 


1 gfn du v g i Matsya P. 

Also, ffarcrerrs i 


’av I Hemadri. 

* Bloch’s Supplementary Catalogue, Fig. 3901, p, 84. Garhwa 
image, Op. Cit. Vide Cunningham’s Arch. Surv. R., Vol IX, p. 6. Cf. 
Plate XLIV, Hindu Icon©., Vol. I, Part I. 

8 rfi*rarpsrg qrfefr spiff . . Hemadri. 

1 *srih Ibid. 

Also ?P9T WBTOimwftw? 5 ? I Matsya P. 

8 Vide Bloch’s S. Catalogue, Fig. 3897, p. 84. Cf. Fig. D. 39, 
Mathura Museum. Catalogue Cf. Plate XLVJII, Hindu Icono. Vol. I, 
Part I. 

6 Catalogue of the Mathura Museum and Fig. I). 28, p. 100. Cf. 
Catalogue of the Bhuri Singh Museum at Chamba, Fig. A. 9, p. 3. 

1 ■jpfr W’Ssf wsrw Hemadri. 

8 This point was first noticed by Pandit Venode Behari Bidya 
Binode. Cf. Revanta’s image, No. 5621, 3777 Cabinet 17, Indian 
Museum. 
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the oft-quoted verse from Gita “ w wfV 'sr&ng *snf*r ahfir ” 
etc. By Avatar a is meant the descent of a deity, but espe- 
cially of Visnu undertaken reasonably enough for preserv- 
mg the world when in pressing emergencies.” 1 The first 
four incarnations are cosmogonic in character. In the be- 
ginning of the world, there was nothing but water. 1 Na- 
turally, fish, was the first, the representative creature being 
an aquatic animal. After water, hills came out in the course 
of creation. The hilly land is called Kurma 8th ana. Tor- 
toise being an amphibious animal represents the stage when 
there was much water and less elevated land. The churn- 
ing of the sea is the allegorical representation of the forma- 
tion of land out of the ocean. The moon is now proved 
by Astronomy to have originated from the Pacific Ocean. 
There were some hills at that time, say the Vindhya, etc., 
yet of course there was no land. The recovery of land from 
the waters is represented by the Boar incarnation. The 
place called Baghera is held to be the actual scene of the 
Varaha Avatara. 3 It may be that that land was first re- 
covered from the sea by a natural phenomenon, say by an 
earthquake. The next stage in the evolution of the world 
is represented by Narasimha, a semi-bestial creature. In 
this way, the incarnations may be explained as the re- 
presentative beings of the world in evolution. The my- 
thological account of these may be found in all the Puranas, 
some of which are named after them. 4 

Prom the comparative point of view, the representa- 
tions of the fish Avatar a of Visnu are practically identical 
with divine forms found in Assyria and with all we know 
about Dagon, the Philistine God. The man-lion of Assyria 
and Kronos are exceedingly like Narasingha. The sculp- 
tured boar-man incarnation of Visnu is very like an Egyptian 
deity. 6 

. 1 Monier Williams, ‘ Hinduism,’ p. 103. 

* W m ......... Mann, Chap, I. 

s The place is full of wild hoars who are held as sacred animals 
and are protected beasts. See Cunningham’s Arch. Surv. R, Vol VI, 
p. 136. 

; Dowson’s class, Dictionary of Hindu Mythology, pp. 35-38/ Of. 
in this connection that one of the earliest symbols of the Savians, the 
fish was derived from an acrostic of the Gk. word l\0vs, 

6 The Crown of Hinduism, pp. 303-312, 
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Images of the Sun-god Surya.— Two types of 
the Sun image are described in the Sanskrit books ; in (i) he 
is seated on a lotus, has two hands holding lotuses, moving 
in a car drawn by seven horses; 1 and in (ii) he has either 
four or two hands holding lotuses, moving in a car drawn 
by seven horses. The charioteer, the legless Aruna is driv- 
ing the horses. He is attended by two male figures and two 
female figures. Their names differ according to different 
Sanskrit books. The two female figures are his queens. 
On his right side is Niksubha also called Chaya and on 
his left side is Rajhi, also called Prabha or Suvarcasa. In 
front of these areThe male figures. The one on the right 
is called Pingala or Ku ndi. holding either swords or writing 
materials and the one on the left is called Danda holding 

a Sula (staff). The figure of the Sun wears an armour. 
There is a corpulent figure of Surya belonging to the 
Kushan period in the Muttra Museum. Its number is D 46. 
It is seated squatting on a chariot drawn by four horses. 
Except the number of horses, this figure answers the descrip- 
tion of the seated type of the Sun, viz., that given above. 
The sun statue discovered at Konapak, the sculptures of 
the Sun No. 3927, 5820, 3925, in theTndian Museum, and the 
colossal Sun statue at Garhwa more or less follow the lines 
of the description given about the standing type.' 4 An- 


|| Visnu Dharm. 
wrai yw OTTvfii I 

■swi wjtvv i 


ffrerwr vrft y^lf&rv i 

vywagffWt sficrJWrrw i ? 

syjjytsffwr wr 

fwsrlN frrvr# ^ i 

Vigvakarma Qilpa MS., pp. 306-31a. quoted in Mayurbhanja 
Archaeological Survey, p. XVI. 

Of. graft g «[fw \ ■ . • • 

wra vr#f w fimw i Agni P. 

Cf . also yrm i 

vr€t ^ wwr I^t i Matsya P. 

* Arch. Annual Report (1903-04), p. 438, Plate XXII, Bloch.’s Sup- 
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other type of the Sun image is to be found in the Samda- 
tilaka } According to this, the image of the Sun should 
be represented as having four heads and eight hands. No 
such statue is known to have been discovered as yet. 

Iconographically, the representation of the Sun closely 
resembles that of Vasudeva in general appearance and in 
many details. It is noteworthy also that the Sun is one 
of the forms of Visnu, and probably the image of Surya is 
his Rrrnsl murti* or form of activity. The moving car; 
the military dress including the boots, the shooting rays, 
all indicate a great spirit of animation.. < I propose the 
following points of similarity between the images of Vasu- 
deva and Shrya : — 


Sun: 
Prabha 
Chaya 
Kundi 
Danda 
Four hands 
Lotus-seat 


Visnu (Vasudeva) : 

. Saraswatl or Satyabhama. j 
. Laksmi or Rukminl. 

, Brahma. 

. Ka. v 

. Four hands. 

. Lotus-seat. 


Another point to be noted is that the seven horses here 
represent physically the seven rays of the Sun : “ Vibgyor 
(violet, etc.). Aruna (literally meaning ‘red colour’), the 
charioteer, represents the crimson morning rays of the Sun. 

The representations of Brahma— Brahma is 
described in the Put anas as having four heads and four hands 
and either riding a goose or sitting on a lotus-seat. In his left 
hand will be a Kamandalu or a pot and a staff and in his 
right hand will be Sruva and Sruc being the two sacrificial 
pots. The plate of ghee or clarified butter and the four 
Vedas will be on bis sides. He is attended on his left by 
Savitri and on bis right by Saraswatl. 3 In another des- 


plementary Catalogue, pp. 77-79, Journ. of the U.P. Hist. Soc., Vol. I 
Part I, Plate VI, Pig. 1. Cf. Plate CIV, Hindu Ieono., Vol. I, Part II. 

1 i ■sn 3 c?oiw?r% — 

Quoted in 8rl Tattwanidhi, p. 121. 

4 The Anantasayl and Balarama (&esa) Murti are his Tamasi (full 
of Inertia, Sleep) and Vasudeva, his Sattvikl (full of intelligence) forms. 

3 swr sswnwo i 

I + + + 
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cription lie is represented as having a pot-belly and 
clotted hair and holding in his right hands a rosary and a 
Sruha and in his left hands a Kamandalu and a plate for 
ghee. 1 According to Visnudharmottara, he is riding a 
chariot drawn by seven geese. 2. The sculptures that are 
known to be of Brahma more or less agree with these des- 
criptions. The conjunct image of Brahma and Saraswati 
in the Mathura Museum 3 shows a lotus-flower as seat, 
a pair of geese, in Brahma’s right hands a staff and a water- 
pot, in his left hand a MS. of the Veda, in Saraswati’s left 
hand, a mirror. Sometimes, we find in sculpture Saras- 
wati is seated on his left k nee . 41 In all figures, his three 
faces are visible, the- fourth one is supposed to be on 
the back. The Kamandalu or water-pot is his sure 
cognizance* 

In conception and form, Brahma is a Vedic student, 
saerificer and a creator. Metaphysically, he represents the 
BajoJjfuna, or the active power. That is why he has red 
colour "which is supposed to be peculiar to the creative 
power. He has four heads in reference to the four quarters 

of his work. His Sakti or female phase is his own daughter 
Saraswati or Vac possessing creative powers of imagina- 
tion and invention. Taj ha or sacrifice is full of Knmana 
or desires and creation : hIotthwu wi wr%^TR — 

“He desired, I shall be many.” Mythologically, from 
his four mouths the four Vedas are said to have issued. 
Brahma is said to have performed many sacrifices, e.g. one 
at Prayaga, another at Dasasva Medha in Benares. 

tow : m ^ 

WITUf i + '+ + 

wwrif $j wifMh <?r Matsya P. 

f f'snsrsr i . . . Agni P. 

Cf. sf^JT etc., Brhatsaih. 

4 wshverfw*?; i 

* Pig. D22. 

* Anderson’s ‘Catalogue of the Indian Museum,’ Part II, p. 352, 
Pig. MS. 3. 

6 See the figs. 3902, 3903, 3904, 3905. Brahmanic Sculptures 
Cabinet 14, Indian Museum. 
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Different types of the Siva image.— There 
are twajnain aspects of the Siva figure treated in Hindu 
literature, one of mild disposition, another of fierce disposi- 
tion. The former is called Siva, Mahadeva or feambhu and 
the latter is known as Bhairavp,, a development of the ori- 
ginal and essential form of Rudra. $ambhu has been des- 
cribed as wearing a crescent moon on the head, the attributes 
of a trident, a bow, a horn, etc., in his hands and as having 
the cognizances of a third eye on the forehead and ahull as his 
vehicle . 1 A ecording to anoth er description, he has serpents 
as ornaments . 2 He has either four or eight or ten or sixteen 
hands in conformity- with different postures. In the pos- 
ture of meditation, he has four hands or eight hands but 
when dancing, he is to be represented as having ten hands 
and when burning the demon Tripura, he has sixteen hands . 3 
Hemadri describes Mahadeva as riding a bull, having five 
faces, all mild except the right one which is grisly . 4 The 
figure of Virabhadra as w r ell as of Yireswar as described 
in the Puranas corresponds much to this description , 5 

Bhairava is described as possessing a grim face with 
teeth, a pot-belly, a garland of skulls and serpents as orna- 
ments. He has plaited hair and twelve hands . 8 


W ffraus *rrwif «rr I (Brhat Sam) . 

2 “ .... . . l” (Mabsva P.). 

8 smwr jramgvw w I 

fm b(gv<rr% ^ *rr^: viflN' jj i 


^Tsrauhpa *ra: i Ibid. 

Cf. “ «frdrr wwsrc 1 ” Hemadri. 

* writ# i 

?m m x f'u srranfa iv i 

6 ftwfr cthst *?r=ry ^ 'ggWk: i Agni P. Of. etc., of 

Matsya P. 

8 



t Hemadri. 
Wff I Agni P. 
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The sculptures of Siva preserved to us more or less 
suit the above descriptions. 1 

There are also many images of Bhairava which corres- 
pond to the description given above. 2 * * * . 
f The image of dancing Siva is rather rare in Northern 
, Indisfc/ Some interesting figures were found in Bodh Gaya, 
4 and were noticed by Cunningham in his Mahabodhi.* 

Another aspect of ,$iva has been represented in the 
Hara-Gauri or Uma-Mahes vara form, of which there are 
several types. One type sho^s him seated with Uma on 
his left thigh, being embraced * by his left hand. He has 
either four hands or two hands and bears three eyes. In 
his right hand will be a tridynt and the palm of his left 
hand will be placed on the breast of Uma). The left portion 
of Mahadeva is being touched by his consort.* 

According to Hemadri Siva has eight heads, his 
left hand is laid on the shoulder of the Devi, his right 
being adorned with a lotus. The Devi’s right hand is 
placed on her husband’s shoulder and her left hand/holds 
a mirror. 6 * 8 


1 Sculpture A 21, of the Nagpur Museum (Catalogue, PL IV, 

Fig, A), represents Siva, four-armed, a mild figure in meditation. Cf. 

the Garhwa figure of Siva, Journ. of U.P. Hist. Society, Vol. I, Part I, 

PI. Ill, Fig. II. A Benares image of Siva with a bull discovered by 

me is an illustration of his standing posture. A ten-armed figure of 
&iva was noticed by Cunningham in his Arch. R., Vol. XIII, p. 21. 

% Sculptures Nos. A28, A29, of the Arch. Section o^ Nagpur 

Museum. Cf. Fig. 3915, Cabinet 13, Indian Museum, Visvakarrm 
XXVII. 

8 Mahabodhi L. 55. 

4 fsprrs vr i 



wr% g fit tngdf wrsjrfwfrr i . , . . 

flw I Matsya P. 

i g i — wmrfiFW fWtsraw 

srv i 

wrwvHif «rar i ” Hemadri. 

Cf. the description given in Saradatilaka and Nibandha Tantra 
quoted in Mayurbhanja Arch. Survey, p. XXIX. 
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All the images sp far discovered in Northern India 
bear clear evidence '6f the fidelity with which their sculp- 
tors followed the above-mentioned descriptions of Hara- 
Gauri. 1 

In sculpture, two types of this figure may be distin- 
guished, namely, a seated type an$ a standing type. In 
the former the vehicles of a bull and a lion belonging 
respectively to Hara and-h,isconso£t^Gauri, may be noticed 
in a eouchant posture. In the latter, Siva is represented 
as patting the chin of Parvati. 2 * * * * * 

A type of Siva and Parvati in amorous posture is 
known as Ardhanarigvar. Its description is — one-half of 
Siva has the form of a goddess. The part representing 
Siva has plaited hair, a crescent, and a trident. The other 
part representing Uma should have parted hair, a cobra in 
the right ear, a mirror or a lotus, and thick breast. 8 *. 

Examples of this composite image are rather rare. A 
striking figure may be seen in the Brahmanical gallery of 
the Indian Museum. Another composite form of Siva is 
called Hari-Hara. j In it, the right part of the image has 
the emblSms^of^iva, viz. plaited hair, trident, cobras, etc. 
The left part of the image represents Visuu wearing the 
crown with two of his four emblems in his hands, viz. 


1 See Arch. Annual, 11-1912, PL XXV, No. 49 (Gupta period); 

a Benares image of the same, discovered by me ; two Hara-Gauri 
images of excellent workmanship kept in a temple at Sherpur, Bogra 

Disk Images of a Siva and Durga Nos. S, 3855, 3838, 3847, 3850, 3842, 
3843, 3844, 3839, Cabinet 16, Indian Museum, Kr. 2, Gupta Gallery, 

the same Museum, Siva has three heads. A colossal image measuring 

13 ft. 1 inch noticed in Cunningham’s Arch. Surv. Rep. XIX, pp. 88, 89. 
The sculpture No. A23 of the Nagpur Museum exactly corresponds to 

the description of Matsya P. 

% Standing image of Siva-Parvati from Kosam, 139 years of the 

Gupta period. Arch. Annual, PL LXX f 6. Similar figures were dis- 
covered by me at Benares. 


a i 



*nf*r f 

mm wstw i. • . . 
^twewerr^ g wi% ifbr i Matsya P. 
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Chakr.a/iand $anklita . 1 Several statues of Hari-Hara may- 
be seen in the Indian, Museum.' 7 - 

Metaphysically, the Siva form represents Goodness 
($ivam), /and the state of Gunatita or being above the 
attributes. His bull has been regarded as Dharma. His 
other form, the Rudra form, may be taken as the destruc- 
tive power of the Universe. Time destroys everything 
and Siva is identified with time whose symbol is a serpent, 
catching the tail with its mouth and thus making a wheel 
without a beginning or an end. Rudra is, literally, full of 
sorrow and his inert nature has been expressed by the 
cobras and a bull who are notorious for their idleness and 
torpor . 3 His wild dance is the dance of the spheres, the 
dance of the ultimate dissolution of the world. As already 
pointed out, one of Siva’s name is Vyomokesa meaning 
4 having the sky as hair.’ Thus he is justified in wearing 
the crescent on his hair. His trident, the skulls and also 
his cobras are the very symbols of destruction.* 

His Uma Mahesvar form is the allegorical representa- 
tion of the amorous union of Sakti or energic principle with 
the ^aktiman or the Being, with the energy. Similarly, 
his ArddhanarlsVara murti is the half-evolved form of this 
union. 

Harihara form of Siva symbolises the ultimate unity 
of time and space, Siva representing time (Mahakala) and 
Visou representing space. Mythologically, he is said to 


STOTt* UTW 


, Wfr ' 

fSwnj i 

ffiH ^TTft- fwfcr fcszsnrvfufbiuj i Matsya P. 

Cf. Hemadri’s description of the same which differs in the follow- 
ing line: — ^ 

fw wrif wwrir f^jrvxfffh r 

7 See Nos. 3856A, 3856B, 3969, Cabinet 16. 

8 “ The Bull is the companion of Siva as it was the representation 
of the Egyptian Osiris.” — Crown of Hinduism. 

* Siva holds a trident precisely like Poseidon, the Greek God of 
the sea. Ibid. In this connexion, Cf. “ He is represented dancing on 
a corpse, with a bowl of blood in his left hand, a drawn sword in his 

upraised right hand, and a serpent round his neck He is, in 

fact, the God of death, and prayers are addressed to him to arrest 
death.” Cunningham’s Mahabodhi, p. 56. 
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have married Satl, daughter of Daksa, Ganga and Parvati 
or Uma, the representations of the last two often occurring 
as parts of his image. He was popular among the demons 
or semi-barbarians thus, still we find that his images, in 
many mild and fierce forms, have been preserved in Tibet 
and the Himalayan districts. Consequently, too, his 
attendants have been described as Bhuta, Pramatha or 
goblins. Mythologically, he was a great Yogi, his third 
eye being the Jnana-netra or the eye of intuition or ‘direct 
vision ’ and is said to have burnt the ctipid or desire with a 
fire of this eye of intelligence . 1 

Ganesa and his forms. — VinSyaka or Ganesa 
under various names has various types of representation. 
But the whole body of iconographical literature seems to be 
agreed in giving him an elephant-head, a pot-belly and a 
dwarfish form, all of which form his undoubtedly cogni- 
zable marks. Moreover, the symbols of an axe or a goad 
and a lotus in two of his hands are also common with 
nearly all his descriptions . 2 Usually, he has four hands , 3 
holding a lotus, his own tusk, a battle-axe and a ball 
of r ice-c ake (Laddu), and has three eyes. In some cases, 
he~Eas eight or more hands as described in the Tantras.* 
) According to the Puranas, he has a mouse as his vehicle 
! and a serpent as his holy thread. The Sarads-tilaka and 


1 See Siva as an ascetic, Deogarh temple {Photo 752, I.M. List,) 
Plate XXXIP, V. A. Smith’s “ A Hist, of Fine Arts in India and 
Ceylon.” 

4 fiwnps wgnfiT PesTwij i 

’'pczj^rs !fiw i 

. . . . ll Matsya P. 

Cf. firanrafr srcusrcr f fMarr®w: i 

trvsj ^rp; 'sfra-q# vtt l Agni P. 

% rtw I Hemadri. 

* WT®nj— 

FSp^ifrai fafwm ^rf^TTST war || Sarada-tilaka. 
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the Mem~tantra give descriptions of ten principal forms 
of Gaoesa . 1 

The sculptures of Ganesa hitherto discovered mostly 
answer to the above descriptions.* Of them, four armed 
figures are common and thus agree with the Pa-uranic 
accounts. In sculpture, the figure of Ganesa is represented, 
as either seated or standing or dancing. Examples of the 
dancing Ganesa may be seen at the Muttra Museum . 3 A 
six-armed Gaoesa is preserved in the Indian Museum.' 3 * 
A figure of Ganesa with two hands which is extremely 
rare in northern India is being worshipped in the Monas- 
tery, Tabo . 6 

Ontologically, the image of Vinayaka conveys the - 
idea of kingly auspiciousness, as the elephant-head is an 


1 

Names. 

Hands 

I. 

Vighnaraja 

four 

II. 

Laksmi-Ganapati . . 

do. 


hi. 

$akti-Ganesa 

do. 

IV. 

Kshitiprasadana 

Ganesa. 

do. 

V. 

Vaki^^unda 

do. 

VI. 

HeranHl|gk 

eight 

VII 

Yellow Ganesa . . 

four 

VIII. 

Maha-Ganapati * * 

twelve 

IX. 

Virmci-Ganapafci . . 

ten 

X. 

Ueebista-Ganapafci 

four 


Emblems, etc. 

noose, goad, disc, protection. 

disc, conch, tusk, protection, 
Laksmi on the left thigh, 
the trunk holding a pot of 
gold. 

goad, noose, tusk, Vijord fruit 
(Citrus). 

noose, goad, celestial -creeper, 

. tusk. 

noose, goad, boon, protection. 

Vide note 4, p. 24. 

noose, goad, Modaka, tusk. 

Vijora, club, bow, trident, disc, 
lotus, noose, lily, rice, tusk, 
pot of gems, urn. 

Vijord , club, bow, disc, gar- 
land, lotus, noose, arrow, 
tusk, pot of gems. 

Two tusks, boon, protection, 
noose, goad. 


% For examples, see No. 3922, Cabinet 15, Indian Museum, Bloch’s 
S. Catalogue, p. 89. Cf. Figs. A30, A31. Nagpur Museum; Arch. 
Annual, 1910-11, PL IX, d. A Benares image of Ganesa explored by 
the author. 

8 Ganesa No. Ed 36, for figures of Ganesa in other postures, see 
Nos. 982, 671, 1781, 1668, list of photographic negatives in the office 
of the Superintendent, Hindu and Buddhist monuments, Northern 
Circle (1915). 

4 No. 3920, Bloch’s S. Catalogue of, Indian Museum,' p. 88. 

6 Antiquities of Indian Tibet by Francke, Fart 1, Plate XVII. 
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emblem of royalty and has connection with victory and 
success of any' kind. In one word, with all his attributes, 
he typifies the true Indian royalty . 1 Indra, the Celestial' 
King, has Airavata, the elephant as his emblem and vehicle 
and ^it is worthy of note that the head of Gaijesa is the 
head of that elephant. 

In Mythology, he belongs to the family of Siva, being 
his eldest son . 2 Legends about the loss of his human head 
and the origin of his elephant head are narrated in the 
Brahma-Vaivarta Purana. There is also a legend told 
regarding the circumstance which led to the loss of his left 
tusk in his fight with Parasurama. 

MaMsena or Skanda.— -According to all descrip- 
tions, he must have a peacock and a sakti, his weapon . 3 4 * 
He is represented either with one head or with six heads. 4. 
The number of his hands differs according as lie is wor- 
shipped in different places. In a rustic town, his image 
will have twelve hands, in Karbcita, it will have four hands, 
while in a forest or a village it will have two hands . 6 * In 
some cases, he is described as having six hands . 8 In the 
case of two arms, the object at the right is a cock and at 

the left is a fialdi. 1 Similarly in the case of four hands, a 
cock and a bell are held by the right ones, while the left 
ones bear a sakti and a flag of victory. A bow and an 
arrow are also among his various weapons. 

All the images of Skanda or Kartikeya found in Nor- 
thern India agree with one or the other of these descrip- 
tive details. The figure at the Nagpur Museum has six 
faces and twelve arms bearing various sorts of weapons 
and a wild cock. His symbol of peacock is also to be seen 

1 IW 3rrfs iJfTRi VTSTT ftsctw I Mahabh. 12, 3411. 

2 He retains some of the symbols of 6iva, e.g. Cobra, the dancing 
posture, and so on. 

* fwrew | Br. Samhita. 

Cf. ifi’St ^ fewrlt vraf I Agni P. 

4 'affat ffpisr wraftai i Ibid. 

6 wareunc warn* wras I 

■ggwsf: vm l Matsya P. 

6 ww «rr I Agni P. 

1 ffwsug ^ ^t<t n Matsya. P. 
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beside him . 1 An instance of four-armed Karttikeya is 
to be found in the Indian Museum, the figure No. Ms. !).* 
His peacock is prominent at his right side and on his 
left hand is Kumarl holding up with her right hand a lotus 
pedestal on which stands a cock, on which the left hand of 
the god rests. The Orissan images of Subrahmanya or 
Karttikeya are Tantrik in character and holds, according 
to Saradatilaka, a lotus, a sakti, a cock and ‘protection’ in 
his four hands . 8 

The image of Kartikeya or Kumara signifies the idea 
of youth and spirit as the very name indicates. His 
vehicle, a peacock, and his attendants of a cock and a 
Deva-Sena (literally, an army of Gods) all symbolise 
energy and strength. Mythologically he is known as the 
god of war and the general of the heaven. He belongs to 
the family of $iva, being born as his son in order to kill the 
demon Taraka, who, in several ways, greatly harassed the 
gods. He is also the presiding deity of the planet Mars, 
the Greek God of war, with whom he has much in com- 
mon, as regards conception and representation. 

'Agni. — Agni or God of fire in image is represented 
as having either two or four hands holding a rosary, 
Kamandalu and sakti among his symbols. His vehicle 
is a goat. He has a long beard and a halo of flames.'* 
According to Hemadri, the image of Agni holds a jvala 
(flame) and a trident in his right hands and a rosary 
in one of his left hands. He has Svaha, his wife, on his 
left thigh who bears a pot of gems . 6 

Two sculptures of Agni, one of the Mathura Museum, 
another of the Indian Museum, may be taken as answering 


! Descriptive List of exhibits of the Nagpur Museum, p. 16, 
Plate V, Pig. 6. 

4 Anderson: Catalogue Vol. Part II, p. 337. 

8 For an example, see Vasu’s Mayurbhafija Arch. Surv., p. XXII. 

4 '■ sf’snvflfiw i i 

Matsya P. Cf. also xjfipny I Agni P. 

6 n ruHyw i' ST *§rm wro 5 ? wfl i 

stum'faje# sir&ij sraBUS ^ srura l Hemadri. 
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to the descriptions given above. The image at the Mathura 
Museum has a halo of flames, two attendants of which the 
one to the right has a goat’s head . 1 * The image, at the 
Indian Museum, is one of a corpulent dwarf with a heard 
having flames around the body, holding a rosary and a 
Kamandalu and riding on a goat.* 

Metaphysically, Agni represents the Rajo-Guna or 
active principle and he is the greatest manifestation of 
energy on earth. The flames all round his body explain 
his energie nature. His long beard symbolises the fact 
that he is the oldest of all gods. As he is the central 
figure in all Yajnas, he bears a Kamandalu , and his wife is 
Svahg, literally meaning Mantra for libation. A goat is 
also a symbol of Rajo-Guna and so it is invariably found 
as a vehicle of Agni in all his representations. 

Vanina. — The most characteristic point in connexion 
with the images of Varuna is his noose (Pam). The 
Sanskrit books all agree in this respect while describing 
the representations of Varuna . 3 As regards the vehicle of 
the god, descriptions of the books seem to be divided. 
According to the Brhatsamhita his vehicle must Be a 
goose, according to Agni-Purana, it is a crocodile, while 
Matsya-Purana makes it a deer . 4 * 

Images of Varuna are comparatively rare in Northern 
India. One seldom meets with a figure of Varuna in any 
museum of importance in this part of India. An image of 
Varuna with the vehicle of Makara (Crocodile) was found 
in a temple of Kangra district . 6 

Varuna being the god “of water and ocean, the sym- 


1 See Catalogue of the Arch. Museum at Mathura, p. 99, Fig. 
No. D24. Dr. Vogel was probably in error as he took the object in the 
left hand of the figure to be a bag, which, on close examination, I found 
to be nothing else but a Kamandalu. 

* Bloch’s Supple. Cat., Indian Museum, p. 90, Fig. 3924. What the 
late Dr. Bloch took to be a ram (mesha) is, in our opinion, the usual 
vehicle of Agni, namely, a goat. 

8 Warsaw Br. Samhita. 

Cf . I Agni P. 

tow wrggwt ttvw towsh i Matsya P. 

4 i Ibid. 

Arch. Annual, 1915-16. Plate XXXIV, a. 
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bols in his image, directly and indirectly bear proof of his 
aquatic nat ure- His vehicle, whether it be a crocodile, or 
a goose, is evidently an aquatic animal. Why lie bears a 
noose (Ptisa) has not been explained anywhere. In our 
opinion, it is not properly a noose but a net or a. rope for 
a sea-man, a fisherman or a pearl-fisherman. This also 
points to the fact that Varuna being the god of the sea, the 
most characteristic mark of marine activities is his rope or 
a net by which, in various ways, wealth can be earned out 
of and through the sea itself. That is why we find Varuna 
represented as having a necklace of pearls on his neck 
and holding a conch, a lotus, a rope and a pot of gems, all 
having connexion with the sea and water . 1 

Kuvera. — The main points in the description of his 
image are : — He must have a pot-belly, the vehicle of either 
a man or a ram, a purse and a club in his hands and a 
crown on his head.* According to the Matsya-Purana, he 
is adorned with rich ornaments in his ears, on the arms and 
on the neck . 3 According to the Vimudharmottam he is 
four-handed having a club and a sakti in them, bolding 
with the remaining hands, his consort called Vrddi Devi on 
his left thigh.* 

All extant sculptures of Kuvera, more or less, agree 
with these descriptions. There is a fine image of Kubera 
in the Indian Museum with a purse in his hand . 6 A 
Benares image of Kubera is noteworthy for its novel type . 6 


1 iwvrcfNfw i 

wrrnf jfiTsrr 

■sea xsfrre ^ srravwsi i Hemadii. 

* TOrrv*n ftCr to i Brhat Sam. 

Cf. Jrft fro I Agni P. 

8 ftx -srengnfiT fwwreR^fafUj; i 


VKTOrcrfror froruTOn; tost 
TOCTTO TOC TJfHUfisraV I 



WTwr^fiJursrr <*rr<qt tos^t i quoted by Hemadri. 

This Vrddi Devi evidently takes the form of HaritI in tho Buddhist 
sculptures of Kubera and HaritI. 

6 Indian Museum, Cabinet 13, No. 3912. 

6 The author’s “ Benares Iconographical Notes.” 
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The curious combination of Kuvera, wi+N 

be noticed in an image of the Mathura Museum now S 
under a temporary shed attached to it m now kept 

Kuvera, literally meaning * one having an ugly bodv > 
shows m image also many ugly features. He hZ a no t 
be!ly and two large teeth. 1 His prototype seems ffht 
the modern Bamya who has generally a larae ™ 
to his sedentary habits. Hi? rich cCS , Sf 
qmn his purse, his consort being Vrddhi (meminJmm 
penty ) all speak well for his being the god of wealth’ 
His connexion with Gauesa, as in the figure of Mathura' 
may be explained as arising from Kailasa, the common 
abode of both of them where used to dwell the Yaksas 
Ganas and other hilly tribes. K - , 

The eight Dikpalas.-Of the remaining Dikpalas 
namely, Indra, Vayu, Nairrita and Yama, we shall discuss 
their iconic types only briefly, inasmuch as the images of 
these four are seldom met with in Northern India. The 
emblem of Indra is Vajra and his vehicle is an elephant 
Vayu rides on a deer and bears a flag. Nairrita’s vehicle 

S£ e ZTLtiT bnte is a 8Word - w holds a 

a bow and an arrow made of flowers. 3 In the case of eight 
hands, he holds a conch, a lotus, a bow and an arrow in 
his four hands, the remaining ones rest on the bodies of 

symbol a MaW™ W1 ™ ““ and Eati and a 


t ^ if? 3$ m etc., Hemadri. 
Stems?: ...... 

Nsfr I 

mNssjsrafresi i Agni P. 

m ^ Trk VW | Matsya P. 

i ^rnw?:|<r. 
Vfw: ftfw?TT *1% | 

TTS?: I Hemadri. 
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An image of this description was found in Bihar and 
is now preserved in the Indian Museum. 1 

Kama is the god of love, youth and desire and resem- 
bles the god Cupid of Europe. Kama literally means 
4 desire ’ and his consorts Pfiti means * pleasure ’ and Rati 
means 4 enjoyment.’ The images are an allegorical repre- 
sentation of love and its sports. Flowers are things of 
enjoyment and especially used by lovers. r Che symbol of 
Makara in his image justifies his name of Makam-Ketana 
and Makamddhaja. Makara is believed to be a symbol of 
sensual powers. 

The Mine Planets.- -The image of the Sun, the 
chief of the planetary system, having been discussed already, 
the remaining planet-gods, Sc., Chandra (the Moon), Manga- 
la (Mars), Budha (Mercury), Brihaspati (Jupiter), S iikra, 
(Venus), Sani (Saturn), Eahu and Ketu need some general 
treatment. Chandra or the Moon is described as having 
either four or two hands with the attributes of lotus-buds 
or a club and Varada posture. He is seated in a chariot 
drawn by ten horses and driven by two charioteers.' 1 He 
has two queens on either side called Kanti and Sobha. 
An image of Chandra answering to the above description is 
preserved in the Nagpur Museum.* 

The following are the brief descriptive notes with 
regard to other planets : — 

Hands. Vehicle. 

Man gala . . 4 hands . . . * a rain. 

(Sakti, Spear, Club), Varada. 

Budha . . image like that of Visnu. 

Brhaspati . . 2 hands. 

(a book and a rosary.) 

Sukra . . 2 hands . . . . Chariot drawn 

(Treasure and a book.) by 8 horses. 

1 Indian Museum, Cabinet 15, Fig. No. 3812. 

* i fslfafkih afTrafT <US[ | 

s=r vt ^nsfr ff?ras i Hemadri. 

Cf. also ur^f j Visnu Dharmottara. 

8 Descriptive List of Exhibits of the Nagpur Museum, p. I, 
Plate 1 (a). 
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Hands. ■ Vehicle. 

Sani . . 2 hands . . . . Chariot. 

(Staff and rosary.) 

Rahu . . 2 hands . . . . Chariot. 

(Blanket and book.) 

Ketu — like the representation of Mangala. 1 * 

Separate and detached images of the planets except 
those of the sun and the moon have not unfortunately 
come down to us. The images are, in usual, found together 
in one slab. For example, we have some slabs in the 
Indian Museum containing representations of the Nava- 
grahas.* 

Genetically the images of the planets were developed 
out of the images of deities, who are supposed to preside 
over them. Thus we get the following table on the 
authority of Sanskrit books : — 

Chandra < V arena. ( a) . 3 
Mangala < K arttikeya. (b). 
Budha<Visnh. (c). 

Brhaspati <Brahma. (d). 

$EKRA<$AKRA OR INDRA. (e). 

$ani<Yama. (f). 

Rahtx<Serpent. (g). 

Ketu <Mangala. (h) . 


1 fbre?— w’hrefirrpsi: qrHpf xt 1 Matsya P. 

itrftsw i 

ugwsir Jrawr 1 ” Visnu Dharmottara. . 

3W— faapsfr W ...... I 

JCP— WCSUSPST I Hemadri. 

^sransr— ft *rcT wsrft ?rsr 1 Ibid. 

auffrnr^ir: i Ibid. 

xrcfc— arrsf wr*r i Ibid, 

wtusr? frar’fv iwt arrai Twr^rr i Ibid. 

* Indian Museum, Brakmanic sculptures, Cabinet 20, Nos. 4107, 
4168, 4169, Cabinet 17, No. 4182. Also, see Nine Planets, H. 99, Pro- 
vincial Museum, Lucknow. 

3 (a) “sj^rsrfsiiN^ n «twt i 

(b) wfay. ... . .1 
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The attributes of water lilies, etc., in the case of 
Chandra as indicating his aquatic nature, those of &alcti, 
etc., in the case of Mangala indicating his warlike character, 
those of Visuu, in the case of Budha signifying his nature 
of intelligence, the symbols of Alcsamala , book, etc., in the 
case of Brhaspati indicating his nature of penance and 
meditation, those of treasure, etc., in the case of Sukra 
indicating his kingly nature and those of staff, etc., in the 
case of $ani indicating his destructive nature, and so on, 
have a special reference to the iconic development attempted 
above. 

Revanta, belonging to the family of SQrya, is, ac- 
cording to Sanskrit authorities, a god riding on a horse and 
his image represents a typical hunting scene . 1 

Some four images of ftevanta have been preserved in 
the Indian Museum . 4 An image of the same deity has 
been discovered in Benares . 3 The images of Revanta are 
often mistaken for those of Kalki. It is remarkable, how- 
ever, that the former differ from the latter by the clear 
representation of attendants, such as dogs, musicians, etc., 
as for hunting . 4 


(d) 



(e) “■srsfiT5j%f7ry vnw i 

(f) I 

(g) “ I 


(h) Footnotes op. cit. 




Cf. SW 3KrSfT W*?T | 


Brhat Sami. 
Hemadri. 


4 Indian Museum, Brahmanic sculptures, Cabinet 15, Nos. 3621, 
3777, 3776 and 3775. 

8 See the author’s paper “ Benares Ioonographioal Notes.” 

* Pt. Binode Bihari Vidyavinode’s paper in J.A.S.B., Vol. V, 
No. 10, 1909. 





CHAPTER II. 


The Orthodox Hindu Goddesses. 

General observations— The energic principle of 
the universe as conceived of differentially led to its various 
minor aspects, such as the motherhood, the sisterhood 
and the wifehood, in all of which forms the consorts of the , 
Hindu gods have appeared in their Pantheon. These j 

consorts are called feaktis or Devts and are attached to • 
each of the principal gods ; sometimes, however, each god 
has more than one Sakti or consort who partakes of the 
nature of her husband in dress and divine symbols. The 
vehicles of the goddesses are not always the same as those- 
of their gods. Laksmi, the spouse of Visnu, has, of course, { 
Garuda as her riding animal, but Parvati has a lion as her i 1 
vehicle, being distinct from a bull as in the case of her hus- 
band. The Asta-matrikds share, in a great measure, the | 
symbols, the dress, etc., of their husband-gods. The Mukuta i 
or the head-dress, the ornaments and the lower garment are ' 
all strikingly similar to those of the gods. The only clear ; 
mark by which the images of the goddesses are to be distin- 1 
guished from those of the gods is the presence of female 
signs of breasts. Another point, worthy of remark in this 
connexion, is that different aspects of one goddess have been, 
in art, developed under different forms. The so-called 
‘ fierce-looking ’ goddesses had all their origin in Parvati 
or Durga, the energy of Siva or Rudra, in the time of her 
contest with the demons, Durga, Kumbha, Nisumbha, 
Chanda, Munda, Rakatavija and others. The images of 
goddesses, so far found out, cover the same historical period 
to which those of the consort gods are usually attributed. 
The fact has now met with general consent from scholars 

that the cult of Sakti is coeval with the cult of the 
PurSnas, both of which being direct descendants of the 
Vedic religion. Similarly, it may be said, with some good 
presumption, that the images of the Hindu female deities 
belong to as much antiquity as is claimed for those of the 1 
male and their locales also were similarly widely distributed. 
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With these few general remarks, we pass on to the details 
of our subject. 

Gaurl. — Her image is, generally speaking, the same as 
described in connexion with Hara-Gauri or Uma-Mahesvara 
image. But, in cases where she appears independently of 
her consort, we notice, as her usual symbols, a mirror and a 
trident in place of a lotus . 1 A variant of the same god- 
dess known as Ambika has also a lotus and rides on a lion.® 
The form of Gaurl, according to Hemadri, is that of a 
maiden having the symbols of a rosary, protection, lotus 
and KamundcHu in her four hands . 8 

Gaurl, Uma and Parvati are different names of the 
same goddess, the consort of $xva and consequently, the 
images, with slight modifications, represent the uniform 
type of the same goddess. The examples of the Gaurl 
image are to be noticed, with insignificant variance in 
ietails, in different museums of Northern India.* Thus, 
sometimes, we find her with a lion-vehicle or with Kartti- 
keya on her left thigh. 

Mythologically Gaurl or Parvati or Uma was the second 
wife of Siva after the demise of his first wife Sati. Both 
the husband and the wife were the natives of the Himalayas, 
and thus many characteristics of their nativity in the hills 
have been retained in their representations. The vehicle 
of a lion, the white complexion in the case of Gaurl, the 
skin garment, the horn, the JDamaru, still used by the 
Tibetan Lamas in the case of Siva, may be instanced in 
this connexion. In sculpture, as also in literature, three 


1 irifr 3 fffsiT ^rerr -asjraft ^mifarfr i Agni F. 

Of. Also 'SHW — ^ ^ Wfi? | Hemadri. 

Our authorities strongly differ from the KaSyapa-Silpa and the 
Manasara, hooks of evidently later date, in respect to the general form 
of the Goddess Gaurl. See H. Itrisnasastri’s “ South -Indian Gods and 
Goddesses, p. 190. 

3 «jfh<TT I Laksmana-Sarauccya. 

* Nos. 6270 and 3953, Cabinet 15, Brahmanie Sculptures, Indian 
Museum, cf. No. 3946, also ef. Fig. A 34, Nagpur Museum, Fig/ 1)25, 
Mathura Museum. What are called “ Ornamental ” sculpture^Br. 1, 4, 
Indian Museum, are in reality two fine representations of Gaurl. In 
one she holds Karttikeya in her hands and in another she hotels a mirror, 
a sure mark of Gaurl . 
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stages of Gatin’ s life have been depicted. Gauri’s penance 
shown in her figure standing upon one leg shows her girl- 
hood. Her married life is aptly symbolised by the amorous 
Hara-Gauri image, where Gauri is holding a mirror and 
a lotus — two pet objects of youthful sports. The image 
in which Gauri is represented as holding her child 
Karttikeya on her lap shows the typical motherhood, prob- 
ably just like the picture of the Madonna. Evidently the 
three stages of woman's life, namely, the girlhood, the 
married life and the motherhood, have been by the Indian 
artists sculptured in Gauri images . 1 

Durga or Chandi and her different forms. 
— The almost stereotyped form of Durga in Sanskrit litera- 
ture is that she has ten or more arms equipped with various 
weapons, is standing on a lion and is engaged in slaying 
the buffalo demon Mahisasura. One of her hands is in the 
posture of hurling a spear against the chest of the demon . 1 
According to Hemadri, the image of Chandiks should have 
twenty hands . 3 The other details are all the same as 
described in the Matsya and Agni Purauas. The Durga 
reckoned among the nine Durgas (Nava Durga) has been 
described as having eighteen arms . 4 

Several sculptures of Durga or Ohaadl with ten arms 
as well as with eighteen arms have been found in Northern 
India and they may be seen in different archaeological 
museums . 5 


1 In poetry the life of Gauri seems to be the real backbone of 
Kalidasa’s Kumara-Sambhavam. 

* wifUi'w: <rat i 

f^jrensrrotwf wfv'rriVHfffpT i 

UTOKt&'l lafUTT’Kim | 

firfvsr i Matsya P. 

of. 'irfw wrg ! 

srtJiVTii * 

- *er i Agni P. 

g \ mPwkw — g i . . , . 

4 sr^Jrkrq— g ftsr^mrwr i Ibid. 

6 For teniarmed Durga, see Mahishamardini, Sn. 2 (Anderson, 
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The image of Durga or Chandi is the image of embo- 
died energy. She is the type of central energy and all her 
symbols and attributes emphatically signify the true 
meaning of her representation. All the gods gave their 
best weapons to her, which she bears and her vehicle the 
lion, the king of beasts, is another symbol of energy. The 
fight with the demon in which she is engaged is the fight 
between the higher force with the lower force, with the 
resultant subjugation of the latter by the former. 

Mahgala or Sarvamahgals is another form of Durga 
in which she has the lion vehicle, has four hands but is not 
fighting with or slaying any demon. Images of this form 
of Durga are common in Northern India . 1 

LaksmI. — Two types of her representation may be 
distinguished, of which we find descriptions in Sanskrit 
literature. In one form she is Vaisnavi, and has the 

symbols of &ahkha, lotus, etc., like those of her consort. 
The female signs of breasts and lotus are her most charac- 
teristic cognizances. According to Hemadri, she is to be 
sculptured with four hands with the symbols of a lotus 

with a stalk, a Keynrza (armlet), a Vilva, and a oankha 
(conch). There is an Amritaghata by her left side and her 
lion-vehicle . 1 No image of this description has yet come 
down to us. The images of LaksmI, commonly met with 
in the museums and elsewhere, have the symbols of Visnu 
in the four hands . 3 

Oat. II, p. 246), Indian Museum, Fig. ASS, Nagpur Museum ; for 
eighteen-armed Durga, Fig. DI2. For eight-armed, or twelve-armed 
forms of Durga, see Cunningham, A.S.R., Vol. XVII, p. 30, Vol. X, 
p. 50. Mathura Museum. 

1 wfen f^srr tow i ^55 ^3 i 

Hemadri. 

For an illustration of the goddess, see the author’s “ Benares 
Iconographical Notes.” ' 

1 w 'wgwsrr ^rmrf yft Sirw w 1 . . . 

srpfififwui 1 

ssruhnu vraq > l 

Tr^rrw ft sffrsjT ftf sr 1 

8 See A17, Nagpur Museum, C. Anderson, Oat. II, p. 333, MS. 2, 
Vaisnavl image, *■' Benares Ieonogrophical Notes.” It is interesting to 
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Another form of Laksmi better known as Sri has been 
described as seated on a lotus, holding either two lotuses 

or a lotus and a Bel fruit (Sriphala) in her hands. She 
is bathed by two elephants pouring out water over her . 1 
One of the most ancient images of Sri has been found 
on the Sanchi gateway. Images of later date have also 
been found in Northern India . 2 

The image of Laksmi or Sri as the names imply 
symbolises the universal beauty and prosperity. Her 
symbol, the lotus, is an excellent emblem of beaux yevx, 
that delights the human sight, the moral sense and the in- 
tellect. The two elephants, showering water over her from 
either side, is a grand sight of royalty and prosperity. 
Mythologically, she came out of waters and thus in sculp- 
ture, her inherent love for water and aquatic objects, is ade- 
quately shown in her showerbath and water lotuses and 
her conch. She is said to be the prosperity of heaven, the 
fortune of the kings on earth and the ideal in every 
house . 1 

PritMvI. — The description, occurring in the Visnu- 
dharmottara, requires her image to be made as having four 
hands, which should bear a pot of herbs and a lotus. 
There should be four elephants standing behind her.* 
Images of Prithivi as a main figure are extremely un- 
available in Northern India. The Varaha image of Visnu 


note that there is a Vaisnavi, Fig. (No. D6), in the Mathura Museum 
with ten arms, each holding a wheel (chakra). 

1 WS 3 T ifffi ^ sramf^TIu^sfrfT | Hemadri. 

N «j» 

Of. to w ^ m i . ; . . 

srfwr ^wnp*TT m i 

* See for example, the Pigs* D9 ; 1)17 of the Mathura Museum. 

^ iriirj ktsii i 

^ WHWT | Brahma Vaivarta P., Prakriti 
Khanda, Adhaya 32, 33* 

4 KWm ! 

to ^ i 
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contains an image of Main or Prithivl without any distinct 
symbol. 1 

The image, in question, symbolises the earth and its 
various products useful to man, of which a pot of gems 
gives him wealth, a pot of grains nourishment, a pot of 
herbs health and a lotus a material for the growth of 
aesthetic sense. 

Manasa. — It is curious that the Pur anas give no des- 
cription of the image of this goddess, which had an exten- 
sive cult behind it. We have a number of figures re- 
presenting this goddess in the museums of Northern India 
and in the Mayurbhahja State. 2 In most cases, the figure 
of the Devi holds a child on her lap probably Astika and is 
flanked by a canopy formed by seven hoods of cobras. 
What is known as Nagamata is no other than Manasa 
(Cactus). The juice of the plant is believed to have a heal- 
ing effect in cases of a snake-bite. 

The Dhyana of this goddess as given in Yasu’s book 
has very little correspondence with the actual representa- 
tions extant. But one point is evident that a canopy 
behind the goddess of the hoods of many cobras is a true 
mark of the identification of Manasa. 

It is recorded in the Puranas that in ancient times, 
people were greatly terrified by the prevalence of many 
snakes and Kaiiyapa, at the advice of Brahma and follow- 
ing the tradition of the Vedas, created many Mantras and 
the presiding deity ManasS (undoubtedly the Indian Cactus, 
the word literally meaning ‘ Mind-born ’). 8 

It is interesting to note that a species of Manasa 
called Phani-Manasa has the appearance of a cluster of 


1 A small image of Prithivl in the author’s collection, in a great 
measure, satisfies the description of the goddess. 

* Brahmanic Sculptures, Indian Museum, Table 0, Nos. 3950, 
3951 ; Rangpur Parishad Museum contains a fine image of Manasa with 
an inscription in the Proto-Bengali character ; Fasu’s Mayurbhanja 
Arch. Survey, p. XXXVIII. 

* 3VT srTJOTSJTsinstrT WTOfjRT wfir I 

1 1 ' v 1 , ■' ■ ..'vty* ' -■•■■si". 1 - ■ ■■■•■* ■■■:, ; : -w 

' ...... .. .v ■ .. . .... ... ■ „ 

^trst wr^pf? cf «r it 

3rtpp It 

' ■ I Brahma Vaivarta-P* , 
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expanded hoods of cobras. The discovery of this Indian 
plant so useful in curing snake-bites, seems to be the 
origin of this goddess and partly her representation. 

Kali and lier different forms.-— She is des- 
cribed as having two hands, one of which bears a skull and 
the other a branch of a palm tree ( KarniJca ).' The des- 
cription does not mention any dead body on which the 
goddess may be seen dancing in a representation.* 

Another form of Kali called Kalaratri has been des- 
cribed as having a Vina, ear-ornaments, thorny ornaments 
of iron on her left leg. She is riding on an ass, her body 
is besmeared with oil and her hair is parted uphill. An 
image of this account has been preserved in the Donriyabir 
temple at Benares. As the description goes, the image of 
Kalaratri might have evolved into the image of Attala of 
modem times. 

Still another form of Kali known as Mahakall has four 
arms with the symbols of a knife, a vessel, a skull and a 
shield. A garland of skulls is thrown round her head . 8 

Images of this description have also been found but 
without identification.* 

The allegorical significance of Kali 6 is one of great 
moment as it has a bearing upon the Tantrik form of 
worship. Kali or Kalaratri as the names mean is the 
goddess of Night, chaos and destruction. Her origin is 
given at length in the M arhandeya Pur ana which we dis- 
cussed elsewhere. Her very symbols carry the inner 
meaning of her nature and symbolise the destructive 
aspect of nature which interested the Indian artist repre- 


wtotwt * st ft wmv3sf*r»rnwfT i 


TOffiiwwi hravr wrsrrfhft I Hemadri. 

2 Indian Museum, Brahmanic Seuiptures, No. 3941. 

8 wfhrr snn wjvr *nrr ’sxfewr i 
wtwt wiKramfHMfr i 

*rmrt' i 

i Hemadri. 

. ___ . . 

* ’ajvrat-Tax: i 

• srwrnc fttwr v&imi ft ftrc: i Visnudharmottara, ■ 

6 What was described by Cunningham in his JReports , VoL XI.I ? 
p. 75, as a u female divinity ” is in fact an example of this goddess. 
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senting not a part but the whole of her mysteries. The 
symbols of a skull, a corpse, a cup of blood and a garland 
of skulls, all show the inevitable last moment of everything, 
which we call ‘ death ’ or dissolution. A branch of a palm 
tree shows the victory of Time (Kala or Kali). Yet she 
has been called the remover of fear (Bhaya-nasini) because, 
according to Hindu Dharma, death is, after all, a gate 
through which the eternal soul passes from one body to 
another. Her wild dance, on an inert human figure, prob- 
ably representing Purusha or $iva (who has eight forms), 
symbolises the darkness, which enveloped the universe in 
the time of creation . 1 

Krisodarl. — We shall now discuss the skeleton god- 
desses of which Krisodarl is the typical form. The des- 
cription of her image is as follows. She is devoid of any 
flesh and full of ribs and bones. Her hair is turned up- 
ward and her stomach emaciated. She is dressed in a tiger’s 
skin. Her four hands bear the symbols of a skull, a certain 
weapon called Pattisa, a trident and a sword. She is on 
a corpse and adorned with ornaments of bones.* 

All the so known Chamunda figures are, in fact, more 
in agreement with the description of Krisodarl than with 
that of Chamunda and should be rightly called Krisodarl/ 

Chamunda. — The mark by which her image is to be 
distinguished from that of Krisodarl, both being skeleton 
figures, is the emaciated eye.* According to Hemadri, she 


1 WSfrf . ..... Manu. 

frfvw^vr srw ?r<nw vfcsi 3rr r 
W l Agni P. 

Cf. etc., Matsya P. 

8 Indian Museum, Brahmanie sculptures, No. 3943, is not a figure 
of Chamunda but that of Krisodarl. Similarly, the fig. A30, Nagpur 
Museum, the best type of Krisodari I have yet seen, is the one now 
preserved in a temple in Kashipara in Sherpur Sub-division, Bogra 
District. 

See m I 

* ^re ' d^l wfirnfar 3 I Agni P. 
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has ten arms and snakes as her ornaments . 1 The number 
of hands is not always constant in Indian Sculpture.* 

The images of Chamunda and Krisodari are images of 
the most conceivable idea of fierceness and grimness. The 
goddesses seem to be the presiding deities of famine and 
pestilence. The word Krisodari (literally, meaning one of 
emaciated stomach) indicates much of the nature of the 
goddess. Mythologically, as Durga killed the two demons 
Chain] a and Munda, she received the name of Chamunda . 3 
The words 4 Chanda’ and 4 Munda’ mean the agent of 
Death and the Serpent (the symbol of death) respectively. 

Astamatrikas. — They form a group of these god- 
desses — Brahml and Aindri, Chamunda, Maheswafi and 
Kaumarf, Vaisnavi, Chand ika. The general forms and sym- 
bols of these are exactly those of their male counterparts 
except the female signs. Because these saktis (energies) 
came into existence from the respective gods to whom 
they eventually belong during the war between the gods 
and the demons . 1 

Of these goddesses, the images of Vaisnavi, Varahl, 
Aindri and Chamunda and Chand I, are very commonly met 
with in Museums and elsewhere in Northern India . 6 

Metaphysically the eight mothers are the ruling deities 
of the eight passions of the human mind. Thus, desire, 
anger, greed, vanity, gloom, jealousy, malice, want of 

1 v?nn van i 

m wrft ftwsfoff i 

fill's: amffffara ...... I Hemadri. 

* See Vasu’s Mayurbhanja Arch. Sur., p. XX, footnote. This 
book contains some good illustrations of skeleton figures, such as Cha- 
munda, Bhima, Rudra-Bhairavl, all to be classed as Chamunda accord- 
ing to their descriptions. Cf. A37 Nagpur Museum. 

8 JzffaisrfvunfrT i 

Mrf'SffT wfr wt<tt aiawfir i i 

4 w ir'fwrsm i 

<\ 

i Markandeya P. 

6 See. for an image of Vaisnavi, 3939 Fig. Brahmanic sculpture, 
Indian Museum ; Varahl — the Varahl temple, Benares, Aindri — 3938, 
Indian Museum, The rest have been treated already. 
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malice are presided over by YogiSwari, Mahe^vari, Vaisnavl 
respectively . 1 

From another point of view — the social point of view — 
these eight goddesses are the motherhood of the family 
and society. These ladies should be regarded and respected 
as a mother, the wife of a preceptor, the wife of a king, 
the wife of a Brahman, one who is a SaU, the wife of a 
brother, the wife of a son, the wife of a friend, the mother 
of a friend, the aunt, the mother-in-law, the step-mother, 
the midwife, and so on . 1 

Saraswatl. — She is generally described as having 
four hands. All descriptions give her a book and a rosary, 
but according to one of them, she has a Vina or a stringed 
instrument, according to another, she has a Kamandalu . 8 

The North Indian images of Saraswatl, except in 
special cases, accord with this description. 

In sculpture the image of Saraswati is found either 
as detached and single or in combination with Brahma, 
her consort. The example of the former, though not 
many, has been discovered in Northern India . 4 The ex- 
ample of the latter may be seen in the Indian Museum at 
Calcutta . 6 The vehicle of the goddess seems to be either 
a swan or a pea-fowl. But as in older descriptions, so in 
an ancient image, her vehicle appears to be totally absent. 


W 3TO wtvspCT tot fi 

affTWKT WSfHJ , '=l s jf5IT Urg 3 I 
urif i^spcr fit vijN =? l 

, ctft€tf%rT: || Varaha Purana. 
wts^ifr swr:— gtt 'q'tf XTsjxit sr *tt gft i 
vit ^ ^ i 

sn® vat ^ ii 

. . . . . . . . . . Brahma Vaivarta P. 

wt fbarf^TT uwft 1 Agni P. 


smurfs WT ssrajf tssrff ■g itHW I Hemadri. 

4 Cunningham, Arch. Smw. Reports, VoL IX, p. 125. An image 
of kSaraswati under the name of Sarada is still worshipped on a hill at 
Mahiyar on the Jubbulpore line. 

8 The Gupta Gallery MS. 3, Anderson, Cat., Part II, p, 352. 
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The image of Saraswati essentially represents her as 
the presiding deity of learning and devotion. The god- 
dess Saraswati is not only the goddess of knowledge but 
equally the divine mother who is the spirit of all fine arts . 1 
Her book is the symbol of her intimate connexion with 
learning, so is the lute, a symbol of music and fine arts. 
She has a rosary ( Aksamala ) and a Kamandalu. which 
shew her relation with Brahma ; so probably they prove 
and imply a great truth of the world that learning cannot 
flourish without the combination of devotion, medita- 
tion (Aksamala being an instrument of practical medita- 
tion) and sacrifice. The image of Saraswati' with the 
vehicle of a pea-fowl has not yet been found. Should 
such an image at all come to light, the vehicle would mean 
that the river Saraswati (the modern Sarsuti ) teems on its 
banks with pea-fowls of several descriptions. The con- 
nexion of the goddess Saraswati with the river Saraswati is 
not too obscure to be traced with any definiteness. On 
the banks of this river, in the land of Brahmavarta, the 
sages of the Vedas used to represent a truly conspicuous 
seat of learning. Hence in later times the goddess of 
learning was called Saraswati or, in other words, one having 
a sheet of water, meaning thereby her right connexion with 
the river Saraswati. 

The river goddesses Ganga and Yamuna. 

— Ganga has been described as holding an urn and a lotus 
and as riding on a crocodile. The vehicle is the most 
characteristic of her image. Yamuna, another river-god- 
dess, has an urn in her hand and a tortoise as her vehicle . 1 

A large number of figures of these goddesses has 
been found at different places in Northern India . 3 All of 
them correspond to the descriptions with an insignificant 




■ =*r i 


*r fMfbr spsfr w % i Matsya P. 

* f’yTaTWi I 

^tbrr N§*rr wrr s? j Agni P. 

8 See “ River Goddess at Uda 3 r agiri,” V. A. Smith’s “ A Hist, of 
fine arts in India and Ceylon.” The late Dr. Smith called the Besnagar 
image . of Ganga the best, whereas a sculpture of Ganga now preserved 
in the Nagpur Museum, No. A43, has been described in the Catalogue 
as “ an unique example of its kind, etc.” 
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variance in details. A well-preserved figure of Yamuna 
may be seen in the Indian Museum . 1 * * The images of Gahga 
and Yamuna have been rather used in sculpture as decora- 
tions of the door jamb than as separate and principal 
images for worship. 

The meaning of these images is perhaps more than 
clear. They represent the two most sacred rivers of 
Aryavarta or Northern India. The urn, in each case, 
is the most common symbol of household pot for fetching 
water. The two vehicles of a crocodile and a tortoise 
are extremely appropriate as the Ganges swarms with 
crocodiles and the Jumna teems with tortoises. 

The Yoginls. — They are sixty-eight in number, 
the description of each of which is given in the Sanskrit 
work called the Maya-dipika.' 1 

The Purauas, so far as I know, do not give such 
accounts. The Yoginls are attendants of Durga or Kali 
in the same way as the Bhairavas are the attendants of 
Rudra or Siva. They, as well as their images, carry, 
however, only a subordinate importance. Thus we refrain 
from discussing them to any detailed extent. In Central 
India the images of the Yoginls, though not occupying the 
principal position in a shrine, may be seen for details and 
comparison . 8 There are temples in many parts in Northern 
India known as “Chounsat Jogini” temples (Skt. Chatuh- 
sasti Yoginl). 

Though, as is apparently seen, the images of the 
Yoginis signify their general character as the attendants 
of Durga, yet there are abstract ideas behind them which 
their names clearly imply. As, for example, one Yogini is 
called Ksema meaning ‘ auspicious,’ another is called Lalasn 
or ‘ greed,’ and so on. As the name Yogini suggests, they 
ought to betray a meditative nature. But the appearance 

of most of them is fierce and ugly. Thus, like the Sakti 
images, in general, they combine both the fierce and medi- 
tative aspects expressed in the poses of all their represen- 
tations. 


1 Indian Museum, Brahmanio sculptures. Cabinet 15, No. 3954. 

8 Quoted by Hemadri in his Chaturvarga-chintamani. 

8 Cunningham, Arch. S. Reports, Vol. IX, p. 65 and p. 70. 
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CHAPTER III. 

Tide Mudras, Asanas, Symbols and Dress in 
Brahmanic Art. 

The Mudras. — Mudras have not been given so 
much importance in Brahmanic sculpture as they have 
been in the Buddhist iconic art. ■''Mudras are certain 
positions of the hands and fingers assumed by the figures in 
a sculpture to symbolise certain mythologie. fact or some 
benign action on the part of the divinity. The Bhumis- 
parsa-mudra, for instance, in Buddhist art has a my- 
thological episode behind it. Brahmanic images have 
only Abhaya and Varada mudras in common with the 
Buddhist sculptural figures. The reason why mudras are 
less important in orthodox Hindu art may be explained 
/ by the presence of their substitutes in a great number 
J [of weapons and attributes held by the Brahmanic deities. 
The Buddha figures are generally devoid of any such 
weapons and material symbols. Again the mudras in the 
Brahmanic literature convey, also, the sense of certain 
symbolical marks of paint borne by the devotees of differ- 
ent religious sects. These mudras or marks have names 
for them according as they refer to the gods concerned. 

'Thus nineteen mudras are known to be of Visrra. Some of 
them are, samkha, cakra, gada, padma, srivatsa, kaus- 
tubha, vana-mala, etc. * Siva has ten mudras sacred to him, 
sc., the lingam or the phallic symbol, the trident, the 
rosary, damaru, etc. -Surya or the sun has one mudra, 
namely, the lotus. Gane£a has seven mudras, some of 
which are the tusk, the goad, the axe, the rice-ball, etc. 
The mudras for Saraswati are the lute, the book and the 
rosary. Similarly the mudra for Agni is seven flames . 1 

1 i 
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Thus it is obvious that in orthodox Hindu literature, the* 
mudras are the symbolic reproductions of the characteristic! 
emblems of the divinities and not, generally speaking, the 
peculiar positions of the hands and fingers as those of the 
Buddhist figures. Such mudras as of the latter kind are 
usually assumed by the Hindu devotees and are really more 
for the worshippers than for the worshipped. The few that 
may be seen in Brahmanic sculpture are described below. 
The mudras in the sense of marks as detailed above have 
a special importance from the monographic point of view, 
inasmuch as they appear to be the key-notes of the charac- 
teristic definitions of the particular deities.. 

The Abhaya- mudr a. — Literally ‘Abhaya ’ means 
4 no fear i.e. . otection. In this posture one hand should 
be raised with the palm outwards. Many multi -handed 
images of Brahmanism represent this mudra in one of 
their hands. 

The Varada mudra. — In the posture of Varada 
(‘ conferring a boon ’) the hand hangs down with the palm 
inwards. The images of gods and goddesses mostly show 
this posture in one of their hands. 

Asanas • — The subject of Asanas is likewise not very 
informative so far as the Brahmanic images are concerned. 
Asana literally means 4 sitting ’ or 4 the object to sit upon,’ 
but as understood in the Yoga literature, it signifies a 
variety of modes of sitting partly with the help of which 
abstract meditation is performed by a devotee. Ieono- 
granhieally, the Asana refers to the particular positions, 
assumed by the deities, male and female, in their sculptural 
representations. Asanas are, in fact, physical postures of 
the legs and feel just as mudras are postures of the hands 
and fingers. The Brahmanic images are to be seen mainly 
1 in four postures — namely, the standing, sitting, riding 

WW ’SXW wfsg: I 

UNT ft <n I 

fksNT II ... . 

The Mudra-jirakarana, in Tantoa-sara. 
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on either a vehicle or an animal, and reclining. Strictly- 
speaking, the Asana ought to have reference to sitting only ■; 
but, in point of fact, so far as iconography is concerned, it 
has come to have an extended meaning and includes the 
two other postures mentioned above. Thus, the Pratya- 
kdhasana, though, in fact, a standing posture, is an illus- 
tration of this extended meaning. 

The reason why the images of the divinities have been 
represented in Asanas is probably evident enough. The 
images constitute one of the several ways in which prayer 
or devotion for the Divine in the Hindu sense is performed. 
And needless to say also that all forms of Hindu worship 
are governed by the practical side of the Yoga philosophy. 

; Thus, in the Pataiijala philosophy, the Asana has been 
f discussed as an important topic. Some of them, as given 
: in the Yoga philosophy, are-^-the Padmasana (lotus), Vira-f 
sana (heroic), Bliadrasana (decent), Svastikasana (like 1 
the mystic sign), Daudasana (staffs), Sopasrayasana (sup- j 
ported), Paryahkasana (bedstead), Samasamsthanasana 
(evenly balanced), and so forth. 1 * * Besides these, we possess 
accounts of the Jnanasana (wisdom), Vajrasanajthunder- j 
\ bolt), Yogasana (abstract meditation) and Alldhasana 
(the archer’s position). Of these we detail below only 
those that are commonly to be met -with in connexion 
with the Brahmanie images. 

The Padmasana. — It is a kind of squatting posture 
in which the heels of both the legs are drawn to touch the 
upper thigh joints. According to some authorities, the 
toes of the feet should also be held by two hands placed 
cross-wise at the back. 4 With the exception of the last 
condition, many figures may be found in this posture.' 

1 fisKys+cW*}, I Pafcanjala Sutra 4(5, Sadhana Pada. Commentary 

by Vyasa— ■ tramaw, fkuj*r, vsrak, yamiftfiT t 

% *nwerr<£ i 
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Rudra-Yamala-Tantra, patala 23, verse 27. 

mn- SK- - r T .Cy =r ff!V- rrT -- r ' L ^.... T . r . L . r . r t - ; , , ' I L ' 
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According to Vasisfcha — quoted by Yijnan Bhikkhu in Ms Yoga- 
Tarttika (Benares), p. 173. 
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THE YOGASANA. — A cross-legged position in which the 
hands should be laid on the lap . 1 A considerable number 
of seated figures in Hindu Iconography is to be found in 
this posture.* 

THE VIE AS ANA. — The mode of sitting in which one 
leg will hare to be placed on the knee of another and 
the other leg will remain on the ground . 3 Images repre- 
sented in this posture are not rare. 4, 

THE S V AST1K AS AN A . — The erect posture of squatting 
in which the digits of feet are placed at both the pits of 
the legs and thighs . 6 Examples of this style of sitting 
are usually met with in Brahmanic sculpture . 6 

THE P ARY ANKAS ANA.' — A particular kind of posture to 
be practised sitting on the hams. According to Vasistha, it 
is nearly the same as the Vlrasana. The word 4 Paryanka ’ 
means 4 a couch,’ 4 a palanquin’ and thus, it appears to be 
the kind of reclining posture, in which one travels in a 
palanquin. The figure of the Ananta-sayi Visnu may be 
described as having the posture of Paryanka. Referring 
to the meaning of couch and the connexion with Vlrasana, 
we may describe the Arddha Paryanlcasana as the posture 
in which one leg is allowed to dangle freely, the other 
being folded up horizontally. Images represented in this 
posture are abundant in number . 1 


1 NWraw si<3T wi<r i 

Rudra-Y amala-Tantra. 

* See for illustrations, the seated image of Visnu from Mathura, 
the seated images of Visnu, Siva from Gaclwa. 

3 i 

Krisnananda’s Tantra-sara. 
Cp. ^ fifisw: i 

vavfhi'MJm VT5i a Vasistha, loc. cit. 

4 Note, for instance, the seated image of Siva, Nagpur, M. A. 21. 

6 srustbfrt i '■swiww i 


Vasistha’s Yoga-sara. 

8 Vide the illustration of the Mahesa-murbi of Benares explored by 
the author. 

7 Vide illustrations of seated Hara and Gauri images, the image of 
Saraswati, Kris'odarl and others. 
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THE VAJRASANA. — The kind of posture in which the 
lower portions of the legs are inversely laid upon both the 
thighs . 1 The palms of the hands will rest upon the thighs. 
Examples of images, in this posture, are rather rare in 
Brahmanic sculpture. 

THE ALIDHASANA. — A kind of archer’s attitude in 
which the right knee is advanced and the left is retract- 
ed.* The statues of Varahi, Maha-Laksmi are to be found 
illustrating this posture. Another variety of this posture, 
rightly speaking, the opposite of this — is called the Pratya- 
IMhasana in the mode of which, the left leg is advanced 
and the right one is retracted . 8 In this posture may be 
found represented the images of Mahisa-Marddini or 
Katyayanf Durga. 

THE SOPASRAYASANA. — The kind of sitting posture in 
which the knees of the erect legs are placed against a 
wooden bar called the “ Yoga-pattaka ” (called chaugan 
in the vernacular ). 1 Many images of ancient India may be 
noticed for this posture in iconic representation . 6 

THE SUKHASANA. — There is no technical description 
for it to be found in the Sanskrit literature. But it means 
literally 4 sitting at ease.’ Thus, it comes to be nearly the 
same as what has been called the Arddha-paryanhusana 
(vide ante). 

sj' The Symbols.— Symbols stand as the infallible con- 
nections between the main ideas and the corresponding 


■afti: Till sfWTso#! sssrr ■ 
’afNsrr i 


Tantra-sara. 

^ I 

Amarakosa. 

3 i vtsjvucwu: i 

Amarkosa, commentary by Bharata. 


Op. also, wpvwvai i 

vi fNnr u 

vutv vwuihe: vjfftfwsnj i Agni Purana. 

1 l Vaeaspati Mis'ra’s Gloss to Patanjal 


Sutras No. 46. 

6 Take, for (illustration, the image of Brahma from Garhwa, show- 
ing clear indication of this mode of sitting. 
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images, which may be regarded as the outcomes thereof. 
The distinction, which exists amongst the essentially sepa- 
rate ideas, is carried and retained by means of symbols. 
I conograp hically , the symbols serve as the keynotes of 
correctly identifying an image and distinguishing it from 
all the others. The whole idea of a deity appears first to 
have been conceived in a symbol or two in an abstract 
form and then was expressed in art in the shape of speci- 
fic material symbols. The abbreviated mark by which the 
idea underlying an image becomes at once conspicuous be- 
fore the mind is what is meant by a symbol in iconography. 
Thus, for instance, the symbols of an urn and a dolphin in 
the case of a female deity at once strike the keynote of the 
idea, of the river goddess Ganges. Now, the question arises : 
How are the symbols expressed in Indian sculpture ? In 
a general way, it may be said that they have been repre- 
sented as accessories to the main figures by weapons, 
vehicles and certain peculiar marks (chinhas). The sym- 
bols stand, in fact, as the 4 conductors’ between the image 
and its idea. Thus the observation of the elephant in the 
image of Indra brings back the whole idea of royalty of 
which an elephant used to be a fundamental emblem. 
The bull, in India, is a symbol of Dharma and was, thus, 
used as the vehicle of Siva, the great Yogi. The inner 
meanings of these symbols have been given in the presiding 
, chapters in connexion with the deities concerned. Symbol- \ 
k ism was no doubt, in practice in other ancient countries of ] 
; the world but certainly not to the extent and perfection as > 
was reached by India in her iconic sculpture. That is why 
the art of India has been called ‘ the symbolic art’ by some 
of the western thinkers. The symbols of fish, the peacock, 
the serpent, the bull, etc., were the only ones used in differ- 
ent countries to express certain spiritual meanings . 1 But 
nowhere, as in India, perhaps, symbolism was developed 
and worked with such wonderful definiteness in both art 

and religion. The Salagram cakkra and the Siva lingam 
are the examples of pure symbolism. Symbolism in India, 
presumably unlike other countries, forms a particular sys- 


1 One of the earliest symbols of the saviour was the fish. The . j 

symbol of the peacock stood for immortality, that of the dragon or the 
serpent for Satan. , S. C. v4 
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tem ot.upmana or worship called the Prakkopasana. It is 
indispensable, therefore, in dealing with our subject, to 
give below some important symbols of Brahmanic gods 
with their technical meanings. 

SRIVATSA — It is a symbol of Visnu, It is described as 
a curl of hair on the breast of Visnu. This mark 
can be seen on the images of Visnu as V fmuleva 
and as Incarnations. 1 

SlRNGA. — The bow of Visnu. Probably it was made 
of horn. 

J CAKRA (SUD ARS ANA) .-—The discus of Visriu. If is 
said to be full of lustre and of sharp edges, and is 
said to have been given by Siva to Visnu. 1 

SAMKHA (PlNCAJANYA). — The conch of Visnu as Vasu- 
deva. It was used by Sri Krisna as a sort of 
bugle for military and other signals. It is said 
to have been made from the bones of a whale. 

GADA (KAUMODAKI). — The club of Visnu. Another 
name for this mace is Kcmmodi. 

SULA (OR TRISULA).— The trident of Siva. It was 
used by him as a spear with three sharp heads. 

KAPALA. — It means ‘ a skull ’ — a symbol of Siva 
as he was called Kapalabhrit (a bearer of a skull). 

PIN AKA. — The bow of Siva. 

KHATVANGA. — A club or staff with a skull at the top 
considered as the weapon of Siva. 

JAT.a (KAPARDAKA). — The matted hair of Siva. 

KAMANDALU. — A water-pot used by ascetics. It is a 
symbol of Brahma. 

SRUK. — A symbol of Brahma. It is a kind of wooden 
ladle, used for pouring clarified butter on saeri- 

! | Hemaehandra. Also, IfhRjyrT^iT 

| Kslra SvSml’s commentary to 

Amarkosa. 

1 mv- fto nv 'srax i 

’srare nmij rm i 

Vamana Purana, Adhyaya 79. 

For the origin of SudarSma, see the mythological account infra. 
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ficial fire (usually made of trees like Pal am or 
hhadira). It measures one yard. 1 

SRtiBA. — -A symbol of Brahma. It is also a sort of 
sacrificial ladle. It measures one cubit.* 

KU3SHDIKI. — A bowl-shaped vessel. It is nearly the 
same as Kamandalu. 

AK SAM a La OR. “SUTRA. — It is a common symbol used 
by several deities, more especially by Brahma, 
Agni and Durga. It means ‘a string of beads.’ 
It is generally made of Rudraksa seeds, corals, 
crystals, rubies, gems, etc. 8 

LADDUKA. — A symbol of Ganesa. It is a kind of 
sweetmeat, being a round ball of sugar, wheat or 
rice-flour, ghee and spices. 

PARASU. — A battle-axe. It is one of the symbols of 
Ganela. 

SAKTI. — A kind of missile, probably a spear. It is a 
■weapon of Skanda or Karttikeya. 

PANCA-SARA. — A group of five arrows, being the 
symbol of Kama. 4 

VAJRA (KULISA). — The thunder-bolt of Indra. Accord- 
ing to the Matsya Purana, it is said to have been 
made by T vast a with the help of the Sun’s rays. 
The .Bhagavaia Purana gives the legend of its 
being made from the bones of the sage Dadhlci 
for the purpose of killing the demon Vritra. 5 

l , * wifscw writ tsrafewfwih# i 

gwmrw I Sabdarataavall. 

Also, 

Katyayana Srauta-sutra, commentary. 

8 The spiritual meaning is — 

| ' Ay"; 

4 The five arrows are — I 
Si'W® VWm: | ybjwt trxt I Bharata quoted in the 

Sakda-kalfa-druma. A^AAyyy .A A -AAA.;, 

6 ^ dw wm I 

swmtpc fvwiiTWPEfH ii 
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PISA. — Especially, a symbol of Varuna. It is also 
a weapon of Durga. It means a noose or a cord . 1 

DANDA. — A staff. The sceptre of Yama, the king of 
Infernal Regions. It is a symbol of authority 
and punishment. 

CARMA. — Literally, ‘skin,’ — it means a ‘shield’ which 
is made of hard skin. It is one of the weapons 
of Durga. 

KHETA — A shield. 

VALLAKI. — The Indian lute. An emblem of Baras vat;. 

PATTISA. — A kind of spear with a sharp edge. It is a 
symbol of Krisodari .' 2 

A MRITA-GHATA . — A vessel containing nectar. It is a 
symbol of Laksmi. 

SR.I-PHALA. — The Bilva fruit. It is, also, a symbol of 
Laksmi. 

Dress. — The subject of dress has not been treated 
anywhere in Sanskrit in any monographical treatise. The 
materials concerning it lie scattered here and there, 
in promiscuous contents, especially in books of the kavya 
and the dramatic literature. Generally speaking, the 
varieties of dress were largely dependent upon local influ- 
ences and in lithic art, they were liberally governed by 
different centres of Indian arh The types of dress, includ- 
ing ornaments, are to be determined by the class of repre- 
sentative people to whom it should fitly be apportioned .' 1 


srer VKrct ii Matsya P, , Adhyaya 1 1 . 
Again, fSrawnT i 

Bhagavata P., Skandha 6. 

1 w *nnr sRTvfw ^ <u?rr vwTfir w ^ 

VTW wftr *r^rfwr I Vacaspatya-Abhidhana. 

* otth: Yaijayantt. 

3 *£wrart fcsw =? i 

snwrftv v^rifsr l Bliarata-NatyaAastra, 2 1 . 

cp. also I Varaha Mibira’s Brihafc 

Samhita, chap. 58. 
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Thus, we find the kings wear the royal costume, the war- 
riors the military dress, the ascetics the hermit’s robe, the 
ladies have their own dress, especially rich in ornaments 
and gems. Iconographically, Visnu (whether, as Vasudeva 
or Narayana), Indra, Kubera and others, who represent 
ideal royalty, put on gorgeous royal dress. Siva, Brahms, 
Agni and others, who represent ideal asceticism, put on 
the requisite robe of a Yogi. Likewise, Surya, Skanda 
and others, who particularly typify martial activities, 
are dressed in military costume, in arms and armours. 
Durga, Laksmi or Sri, Kali and other female deities 
are attired, in sculpture, in various ornaments and jewels 
as fit for ladies of a high social standing. The colours of 
garments have also been mentioned in Sanskrit books. As 
this points to the fact that ancient images used to be 
painted in colours, according to the divinities they referred 
to, we are also informed that such colours for dress were 
chosen as would match the particular complexion of a 
deity. Thus, Visnu, who was of a bluish colour, had, 
in representation, a yellow garment. Similarly, Surya, 
Brahma, Laksmi, who were of fair complexion, were robed 
in red clothes. With these few general remarks, we pro- 
ceed to detail below some technical expressions of dress 
and ornaments as particularly referring to the Brahmanic 
images. ; . Lg-;. ' 

VAN AM A LI. — A long garland of woodland flowers, 
such as was usually worn by Visnu as Vasudeva. 1 

KAUSTUBHA. — Name of a celebrated gem obtained 
with thirteen other jewels at the churning of the 
ocean and worn by Visnu on his breast. Accord- 
ing to the Bhagavata Pur ana, it is a kind of 
ruby ‘brilliant as thousand suns.’ 

KEYURA OR ANGARA . — An armlet. It is one of the . 
ornaments worn by the figures of Visnu on the 
upper arms.* 

KUNDALA. — It is an ear-ring. One of the ornaments 
of Visnu and other gods. 


■ rustt i 

wir | ^abda-malg. 

; ^ ! BharataVNatya-dasfcra, chapter 21. 


*2. 
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KIEITA. — It is a high diadem or crown as worn by the 
figures of Visim. According to ancient Sanskrit 
texts, it is the same as Mukuta or a crown . 1 * 

PITAMBARA. — A yellow robe It also means Visim, 
who used to put on yellow clothes. 

UDIOYA VESA. — Literally, 4 * the dress of the north.’ It 
is spoken of in connection with the image of 
Siirya, whose cult is said to have come from the 
north. Thus, the dress of Siirya is similar to the 
dress of the people of the Himalayas. The long 
jacket, the thick covering of the legs and feet all 
support this conclusion. What are commonly 
believed to be ‘ long boots ’ of Siirya are, in fact, 
a pair of hose as worn by the Tibetans and other 
people of the hills to serve as shoes and socks. 

COLAK.A. — A garment reaching to the feet. The image 
of Siirya is to be clothed in a colaJca .* 

KRITTIVASA. — A dress made of skin or leather. It is 
an epithet of Siva, who, as an ascetic, used to put 
on the tiger’s skin . 3 

J AT A MUKUTA. — A crown made up of plaited hair* 
It is commonly noticeable in the head of a Siva 
image. 

SOKLaMBARA. — T he white dress as worn by Brahma . 6 

CIRAKA. — A necklace of pearls consisting of four 
strings. An ornament of Skanda. 

K A R NAVAL! — A kind of earring, specially applicable 
to the ear-ornament of Parvati and other god- 
desses. Y: ; 

1 rnlw 5? I Ujjvala Dafcta. 

Vide, also a short paper on the subject by Mr. Ojha in the Bhan- 
darkar Commemoration Volume. Here, the author takes Hrita as a spe- 
eial kind o? mukuta. But the distinction seems to be arbitrary as the e 
passages may prove “ «r<«nw ftVr w fftp (Vrhatsarir ) 

“ ftvf . . . ” (Matsy P.). 

4 Vide ante. “ Places of pilgrimage.” 

8 *r a ft w rerew t *WtWT Kumara 0 , 1. 54. 
aprns $f<j I Natya-ssstra, chap. 21. 

6 Similarly, the cloth of Agni is red, that of Vayu is of variegated 
colour, that or Kubera is white. 
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LA3V1BAKA. — Pendants. It forms a part of Gaurfs 

ornaments. 

KARNAPtJRA. — An ornament for ears shaped like a 
flower. It is mentioned in Sanskrit books in con- 
nexion with the representations of Parvatl. 

KARNIKA . — It means an ear-ring of a round shape. It 
is to be noticed in the ears of the image of Kali . 1 

MAINI-KWDALA. — An ear-ring set with gems. Kundala 
is spoken of as a full decoration for the ears. 
The image of Laksmi has this ornament in her 
ears. 

KUNTALA LAKA , — The waving hair of the head. 

MEKHALA. — A rich belt of jewelry, which covers the 
loins. Technically, it is composed of eight strings. 
Melchala is one of the ornaments of iSrl or Laksmi . 4 
According to Bharata, the jewels composing it 
are pearls. 

KATAKA. — A bracelet of gold. It is an ornament of 
Laksmi.* 

KANCUKA. — A jacket. It is a dress fitting close to 

the upper part of the body. It also means an 
armour. It is a dress of Laksmi but in her case, 
it is, no doubt, a female bodice . 4 


1 VTSJT ^TTfWiwr i Natya-sastra, eliap. 21. 

3 twi 

fwi n 


3 


untTtr i 

■ w i 

: snsrT i 

wt jurwrnr 'w i 

jyfhrnr few ^ ii 



Natya-sastra, Ibid. 
Ibid. 

Medini. 
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APPENDIX A. 

SUPPLEMENTARY TEXTS ON IMAGES. 


Three forms of an image : — 

^rfspff rrsrtt yrwit i 

f*ns«sTftsrt yr yy yusi g myft 

SSukra-nlti-sara (Jibananda, Calcutta). 

yrmyrsisnf inw fa^mr qrParlt i 
^rrfaft 

yTrayiyryre'Byi ystwyjyj ^nTTsdl i 
- ^ 

B^spcr fyy n 

Ibid. 

Specification of hands for symbols : — 

•mm y yspy yy yrai yyif yy i 
yy= yrc yjay^ yyi wwrijyy; 11 
*rr*t 4T yws ^ ywyr yw yay i 
^ysyi *rtg^# *tt fNt w®t y gyray i 

Ibid, 


Colouring of images :- 


■ yyr i 


Sada-&iva : 


srfiroi yrajyfypyt wyyyy: ujwt 11 
%rr ’egrri yrf%rit g §hrr twr g ynsrat i 

wbr€f yTsrif ?nft Tfhft «rr arFnfyy 
% wwr *rr gpemi g l^sfr 

«jTy€ty«yt ytfk y^f?sr ypn f|: 

I bid. 

wrsfr OTT^f : yfhygi fwiyy: i 
W053^«^rfl yy;yt% yyrfsty: II 

Vayu-Purana. 




Garni 


Devl-Purana 


Skanda 


f W&S WWT WT. WWT #f?it: I 
W^t^WWWI ^fwiNl W WWWT: { 

Quoted in Vachaspati’s Tula dana-p add hati 


Ganesa 


WolTWW SPCT^K w^wii \ 


■sara, 


MaM-Laksmz 


wwwpsit -qw^ft 

mgw *Nr wiwqTqrw fwwt i 

WTW sftftw fkm ftwfi ^ ! WW II 

Markandeya- Puran 


ftnsp UCW ft WWW W^Waj: j 

wm I wfww wwr ti 


N aradiya- P u ran a , 


Laksmi 


WW5TOT fwtw ftw W^rmWTTOJ 

tftwwt w^WK#ffirTi i 

ww g ii 


Panca-raira 
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Indra : — 


Yama : — 


■€i=’kf«sr t^r ^rfsiwci • 

5 TH'Nt®wsft fr. flnrar* i 

ar^f TO ^T 3 STWK%^v: ! 

?TO ^<r- ^r*ri t^rsrf ! 

t%*r iff ’SifawntTV i 

HemadrJ. 

3fsr TOR %if 5g^ : I 
^mtrrwFJTfrr mm ms win? ^c^'r *§n i 
ft^rw iT«dm w^k^iprar i 
TOTWTO: 3 TTNT wf ^ftg^TTOft I 
3T*f ■srfrs^JTrr fstH ’kpsj i 
ik ■ST^rr: «?NT 

SW^TO? tiTTSPSJ 3 nrt?T I 

Tuladana-paddh ati. 


iffSf^rr^g^nN^ra'^rit^DSK: ! 
«T%W 'S «K^ 3 f: »? 4 w^ N«: I 
fftfrawmi TOrff *mm 5 # ^ ! 

N O' s ' 

wft ffwsu irraf N«: BRDNrgwsr i 
Tf^ «TNT i 

sgrsrf^w *rfer 'srwnrr *s ?mt: t 

^'■'f^K ^5§ ^T^wr^rrff i 
tost ^f%€r w Niswfr vtg !i 
sm wt ; si* sm to%# WC 3 ^ i 
ttw stfTO < 15 ? rro-pr ^ gfiKig i 
^wnc f?«pr ^tsg^srw 1 
?cfw% ira^t <? 5 ? iTt to g itrag i 
TOT TOTO^ 1 3tr®P f^qfR^fsr: I 

Ibid. 


Nirriti : — 


fTOTOf? Tfrorg: 

'3ft %^fl SR35TO f^fT^ffwisr: I 
’afTOR? ffajDi^K*sr«IT I 

totototot ^-Tit I 

SWTfV WWI NTStWT g ?TOP I 

Ibid, 
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Vayu 


Vaisnavi 


Garuda : 


srrspc*ron i 

^TWfK*? ’^HP^ffWSfT *snr*hm: j 
jiw^sp fsw wr*fT ?ps?i ^rr*fT xf i 
=R<TMrr x^sfr fgss ■ 
riw ^ tft ^5JT fsriTT XT?P5*??t ! 

3n1%?rT!fjr?sf«rT ^firr %^ijjTgriraj#5r \ 

Ibid. 

xr ?frajn i 
®T?rt xrgwsn fft t^urft crnm%fl- 1 

Laksaria-samgraha quoted by Hemadri. 

m%T WT<fiWW : ^tftrgsTWTKSnfff^: ! 

-=j<JW5j^[ qrfert a 

gtfjsiwsaorT^f i 

swraigT g ^iqw fsrefvm a 
g xtgnw 'w ^k%t i 

3TC3p5i g f^rf%rTT^T%: |j 

gr%g asr^Ty#r f%¥F5rr Tf^rrrafsr: l 

V isnu-dharmottara. 


Sarasvatl :- 


^rrosmif =g ufwr gi^fisrerg^Tw t 
^ f«re?#t srf^rcr ^ i 
g^raj xrreRr qrrir gr&fisrf ^srresnw i 
’'sfjrsgw <Hpic ajra^rnrsr <*1 wtg i 
^ra*r =er sgrl¥?r t* <g% -rfw g; i 

Vayu-Purana. 

Prajapati : — 

W^rfewf | 

■^re ^ ^ -*ra grnpssrt tjsrrrft'- a 

Siddkartha-Samhita , quoted in Hemadri-Dana-klianda. 
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APPENDIX B. 

BENARES ICONOGRAPHICAL NOTES . 1 

For some time I was examining and exploring the son them 
part of the city of Benares and came across some ancient 
images and statues, worthy of attention and full of iconographical 
interest. They are not in their original sites, some of which could 
be known from inquiry. A few of the images though mutilated ' 2 
are casually worshipped, and others are lying uncared for at the 
foot of trees or on the bank of a sacred tank. The images may 
be described one by one by the help of illustrations entitled 
below. 

Fig. 1. — Found at a place near the Purana durgabarl in 
Bengali Tola, set against a wall. Its provenance is unknown. A 
standing statue of a form of Durga called Sarva-mangala. It has 
four hands, all broken more or less. Only the lower left and the 
lower right hands are distinctly visible. . The left hand holds a 
fruit presumably Mdiuluhga phala ( citrus medica) from its appear- 
ance, and the right one is in the Varada posture. There is a 
lower garment from the waist down to the feet. A girdle fastens 
her cloth round the loins. The female signs of breasts are trace- 
able. The deity stands by the side of her vehicle, a lion reclining 
on its four feet. The figure appears to be very old. The con- 
struction of such sculptures due to the Tantrik influence of the 
Pala kings is generally attributed to the period between 800-1200 
A.D. The cognizance of lion and Matulunga flower as parts of 
the statue agrees with the Dhyana of Sarva-mangala which I 
quote in the footnote 3 and therefore I may call the figure 
Sarva-mangala . 

It measures 3'x 3\ Made of buff -coloured sand-stone. 

Fig. 2. — Found encased in a broken miniature shrine situated 
in the verandah of a small house, in the Mahala called Daunriabir, 
north of Bhelupur Thana. 4 The figure is said to have been re- 
covered from the foot of a fallen Nim tree, where it was originally 


1 Reprinted from the Journal of the U.P. Historical Society, 1921. 
• 2 The Hindu Scripture strictly forbids anv worship of mutilated 
images. 

* f 'Sfgprfe: wferr wwi ’ i wfs?: i 

(Bibliotheca Indica), p. 81. 

^ *n%ir wsr i 

&ritattva-nidhi, p. 10 (Venkatesvar Press). 

4 The figure is now in the author’s collection at Benares. 
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situated. It is an image of Vaisnavl, the consort of Visnu, seated 
in the posture called A rddha-paryankasana . The whole body is like 
that of Visnu with the difference that it has the female sign of 
two plump breasts. The figure has four hands holding the canonical 
attributes of Visnu, sc., discus, club, conch-shell and lotus (broken 
away). The goddess wears a kinta-mukuta and is richly adorned 
with ornaments. An elaborate Vanamald hangs round her body. 
On the waist may be seen several pendants of ornaments. On the 
back panel of the image are five figures of the same deity carved 
in relief. Probably they are due to the Kdyavyuha or miracles of 
the goddess. The Dhyana of the image is given in the footnote.' 
The figure may be ascribed to the Gupta period from a comparison 
of the Vaisnavl figure of the Indian Museum MS* 2 of the Gupta, 
gallery.® 

It measures 2' # 3"x T’3". Buff-coloured sand-stone. 

Pig. 3. — The present site of this, as well as the fig. 4 is a 
small muddy platform, in the same Mahaila of Daunriabir, on 
which stands a small temple of modem construction, containing 
some old broken images. The original locale of these figures are 
unknown. # Pig. No* 3 represents the lower part of Natesa or 
Nafcaraja Siva. , The upper part of the sculpture is completely 
absent. The Siva seems to be dancing on a recumbent human 
figure. He stands upon one leg. A hanging garland is noticeable. 
Two attendants stand, on either sides represented as moving to- 
wards each other. A detailed description of Nataraja Siva, so 
common in Southern India, may be found in G. Rao’s Hindu 
Iconography, Vol. II, Part II, p. 573. 

Fig. 4. — An image of Kubera, god of wealth. It is extremely 
realistic in form. The photograph seen from a little distance has 
the possibility of being mistaken for one of an actual human figure. 
It is a statu© in .the round, holding a moneybag with his left 
hand. The figure wears a jata-muJcuta and a stylish necklace 
round its neck. It has, besides, armlets and bracelets. The 
upper body is naked, the lower has a trace of garment. The 
figure has a small pot-belley so characteristic of Kubera images. 
The style of the sculpture leads us to place it in the Gupta 
period. It may be compared with figs, of Kubera No. 3908, 

j «. irepjpj- i 

wrnftji ftwrox iirrfwr n 



. quoted in the ** Hindu Iconography ?> by Gopinath Eao). 

® Anderson’s Catalogue of the Indian Museum, Part II, p. 333. 
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3909, 3912 of the Indian Museum. It fits in with the Dhyana of 
Kubera as given in the footnote. 1 

It measures 3 /# 4"X l /# 2". 

Fig. 5. — A colossal representation of a Bodhisattva in the- 
courtyard of the Tiibhandesvar temple. It is a statue cut in the 
round. The original habitat is unknown. It has lost its two- 
hands and probably the lower part of its body a little of which 
below the waist is under the ground. What remains of the body 
measures above 4 ft., and so the whole length of it may be estimated 
at about 10 ft. There is a broad necklace round the neck and 
two big earrings hanging from the ears of the figure. Bodhisattva 
images are not later than the Gupta period and so it very probably 
belongs to that period. 

Fig. 6. — Sculpture in the same locality representing the 
river goddess Ganges. The figure has two hands, in one of which 
she holds a lotus with the stalk. Her right hand rests upon the 
body of a female attendant. There is another attendant on her 
left side. She seems to stand upon a Makar or crocodile , her 
vehicle* 

It measures 22" X 9". 

Fig. 7. — -An erect figure of a form of Siva recognisable by the 
sign of the Bull Nandi couchant beside its left foot. It has four 
hands all broken. There is a garland probably of human skulls 
reaching the feet of the deity. A jata-mukuia is faintly visible on 
the head. The figure strongly resembles the fig. Misc. 3 (Ander- 
son Cat. II, p. 349) of the Calcutta Museum. Consequently, it 
belongs to the Gupta period. 

Locality. — Tilbhande§var, on the plinth of a red temple, 
placed against the wall. 3 

It measures x r*4". 


' .. - .. .*li 

mmmws(T w 

Matsya Parana, Adhya-ya 232-235. 

The description states that Kubera should be represented as hold- 
ing a club. The object held by our figure looks either like a club or a 
purse of money. I am inclined to take it as the latter. 

% The sculpture as a whole bears some identity to the figure of 
Ganga, illustration given in G. Rao’s ‘“Hindu Iconography,” VoL II, 
Part II, Plate CLV. 

3 Now preserved in the author's collection at Benares. 
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' -Fig. 8. — An image of Suryya, the sun-god standing on a 
lotus. The horses and the charioteer are wanting. The main 
figure has two hands holding lotuses partially damaged. Behind 
his head is a plain halo* on either side of it are two female figures 
■in ‘ 4 Pratyalidha 55 postures represented as shooting arrows ; they 
are probably representations of the sun’s rays. The figure of 
Suryya wears boots (?) a characteristic of Surya figures. Between 
his two feet is a female figure, probably of Ushas, or the Dawn. 
To the right of the main figure is an erect male figure holding two 
indistinct objects (a pen and an ink-pot?) To the left, is a 
bearded male figure with a big staff in his hand. These two 
figures are known as those of Danda and P ingala. By the sides 
of these figures, are represented two wives of Surya, Savarna and 
Ghhdyd , the former holding a choivri or a fly-flap, the latter’s hands 
are broken off. 1 

The sculpture appears to be fairly old. It is situated at the 
foot of a Bo tree just to the south-east of the Bhelupur Thana. 

It measures 2'*3"x V'2". Made of sand-stone, painted red. 

Fig. 9. — An erect figure of Buddha. The figure is devoid of 
head being completely broken off. The neck shows a decent 
necklace. Probably a thin garment is worn by the figure as it 
evidently shows no sign of nudity. The statue is made of red- 
stone of Muthura as was the material of Buddha images of the 
Kushan age. The general style of the sculpture leads me to assign 
it to the early Gupta period. This conclusion of mine was sup- 
ported by Prof. D. R. Bhandarkar, now in the Calcutta University, 
whom I showed a photograph of this image. 

Locality . — The sculpture is situated under a tree on the 
Burgakund Road, to the south of the Vizianagram House. Its 
early site is unknown. 

Fig. 10. — A standing four armed image of Visnu. This is a 
most perfect sculpture of Visnu that has ever been seen. Except 
the four hands so badly damaged, the image is otherwise quite in 
tact. It is boldly and spiritedly designed and carved. The mild 

1 The Dhyana of Surya. 

^ vWY i .■ 'iirWft ^ipwt x? yfaNfc i 

Matsya Parana, Adhyaya 232-235. GGiL 
«rr¥r?r: 

fieri# wri n 

xv§\ ^ *rraT w w n 

pp. 148-149. 
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serenity of expression of the figure endowed with a superhuman 
stateliness, the placid and meditative gaze of the standing figures, 
and above all the most successful pose of the kneeling worshippers 
showing their devout expression render the whole piece of sculp- 
ture a real triumph of the Indian artist. Whether we regard the 
grace of the composition, the exquisite finish of the statue or the 
delightful atmosphere of poetry and religion which surrounds this 
sculpture, we are bound to rank it among the masterpieces of the 
world. 

The main figure of Visnu is standing upon a lotus, has an 
ornamental nimbus and Snvatsa symbol on his chest and wears a 
high diadem kirlla-muhuta , ear-pendants, torques, necklaces, 
armlets and a sacred thread. A girdle adorned with pendants 
(technically known as Rasand) decorates his waist and a garland 
(vana-mala) is thrown round his body reaching down to his knees. 
Below his lotus seat is the figure of goddess Earth seated cross- 
legged in front over a coiled serpent. An expanded cobra-hood 
surmounts her head. She is flanked by two kneeling attendants 
facing her one from each side, with folded hands. They appear to 
be naginis from the shape of the lower part of their body and 
from the existence of the outspread cobrahood over their head. 
To each side of this figure is an image of a goddess riding a croco- 
dile, holding an indistinct object. She looks like the river goddess 
Ganges. Immediately under the lower right and left hands of the 
main figure are represented two standing male figure richly attired 
in ornaments probably of Brahma and Isa (Mahadeva), the former 
having a Jcamandalu visible near his waist. Behind these figures 
are standing two female figures, one holding a chouri another a 
mnd or a lotus, evidently of Sri and Bust! respectively. The kneel- 
ing figures on two sides of the main image are two devotees, a male 
and a female with folded hands in adoration. The former has 
close-cut hair and a beard and the latter is bedecked with various 
ornaments. 1 


^ mm u 

X X X X X 

wtur#: *Riwr ^powit i ” Matsya-Purdna. 

Agni Pur ana, 49 th Adhaya. 

Also ct Hemadri, Vratakhajida, Adhyaya 1, pp. 111-112. 
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Locality „■ — On the southern bank of Samkhudhdrd tank. The 
image is said to have been recovered from the bank of the Ganges 
into which it was thrown at an unknown early date. 

It measures 5'X'2'. Made of black basaltic stone. The 
sculpture is evidently a work of the Pala period and belongs to 
tenth or eleventh century A.D. 

The whole sculpture bears a close resemblance to the sculp- 
ture No. A. 7 of the Nagpur Museum, 

Fig. 1 1. — A composite figure of Mahe&a-murti showing four 
busts on four sides. The posture of hands is different in each 
figure,, Otherwise , the seated bust seems to be quite the same on 
each side. A torque and a necklace are visible on the necks as 
also the earrings in the ears. The figure is seated cross-legged in 
a yogdsana posture. Of. fig. 209, Smith’s History of Fine Arts in 
India and Ceylon.” 

Danavulapad and VI. OX VI I Kao\s, <s Hindu Iconography ,” 
Voi, II, Pt. II, p. 382. This sort of image is sometimes called 
Trimurti . 

It measures 2 *7" X T 9". The sculpture appears to be old. 
Its provenance is unknown. 


: The figures which I identified as worshippers .may be Qaruda and 
Prithvl respectively. 
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Trimurti. 
Peshwar Museum. 
(Cf. p. 4.) 




Fig. 1. Brahma (seated conventionally). 
From Garhwa. 

(Cf. pp. IS, 50.) 


Fig. 2. Siva (seated). 
From Garhwa . 

(Cf. p. 21.) 
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Ananta-Sayl Narayana. 

From the Wall of the Gupta Temple at Deogar, Dt. Jhansi , 
(Cf. p. 0.) 
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Sndharana Visnu. 
From Benares . 
(Cf. p. 8.) 
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Vasudeva Visnu. 

From S'amkhadhara, Benares. 
(C f. p. 9, Appendix B.) 





Plate VI. 





Visnu as Vasudeva (standing), 
No. 2592, Indian Museum. 
(Cf. p. 9.) 
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Vasudeva (seated type), 
Muttra Museum. 

(Cf. p. 10.) 




Plate VIII. 




Fig. 1. Pflatsya-Avatara. From Garhwa. 
(Cf p. 13.) 


Fig. 2. Kurma-Avatara. From Garhwa . 
(Cf. p. 14.) 
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Brahma and his Consort, 
Indian Museum MS. 3. 
(CL p. IB.) 
















Hara*Gaurf (seated type). 
From Mahiyar State > C,P. 
(Cf. p. 21.) 




















Knrttikeya. 

MS. 9, Indian Museum, 
(Cf. p. 2«.) 
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Kubera (seated type). 
No. 3912, Indian Museum , 
(Cf. p. 29.) 




*■- • ■ 


1 if p 


y :; 


\ o. . 


: '4 

■ : 'j#* 
* 


Lower part of Natela. Kubera (standing). 
From Donriycibir, Benares . 

(Of. p. 29, Appendix B.) 






Kama with his two wives Rati and Trisa, 
Indian Museum. 

(Of. p. 30.) 




The Navagraha or Nine Planets. 
Provincial Museum , Lucknow. 
(Cf p. 31.) 






Gauri 

Br, 4, Indian Museum, 
(Of, p. 35.) 






Mahisamardini Durga. 
Sn. 2. Indian Museum, 
(Of. p. 36.) 





Kali. 

No. 3941, Indian Museum , 
(Of, p. 40.) 



Plate XXVI. 
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Kri^odari. 
Sherpur, Dt. Bogra. 
(Cf. p. 41.) 





KriSodari. 


From Sherpur , Dt. Bogra. 
(CL p. 41.) 



Plate XXVII. 
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Indrani or Aindrl. 
Indian Museum . 
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Saraswati. 

provincial Museum , Lucknow . 
(Cf. p 43.) 
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Fig. 1. Ganga (Ganges). 

' Fig. 2. Statuette of Yamuna. 

Central Museum Lahore. 

The author's collection , Benares. 

(Cf. p. 44.) 

(Cf. p. 4F) 


